




















CY AVNET 


NBC 


JOE VADALA 


cameramen 


depend 


Of 


JESSE SABIN 


SANTINO SOZIO 


ED HATRICK 





IRV SMITH 


the high speed and wide latitude 
of Du Pont ‘Superior’ 4! 


Speaking for NBC cameramen all over the 
world, Mr. Gene Juster, Manager of NBC 
Newsfilm, said that DuPont Superior® 4 
Motion Picture Film is the best combination 
of wide exposure latitude and high speed they 
have found. 

News cameramen have to shoot many situa- 
tions with only available light and they have 
found that “Superior” 4 lets them get good 
newsreel shots in almost any light. In fact, as 
a test of this film’s speed, a man was photo- 
graphed in a darkroom, holding a lighted match 
a foot from his face. With this single light 
source, Du Pont “Superior” 4 recorded recog- 
nizable features. 

99 times out of 100, these cameramen cannot 


afford the luxury of a meter reading before they 
shoot. They rely on their experience and their 
confidence in the film they use to get a good 
picture —and they usually can’t go back and try 
again. Many of the men assign their own speed 
ratings to a film, and NBC has learned to de- 
pend on the wide latitude of “Superior” 4 to 
handle these varied ratings during processing. 

In view of the confidence which NBC’s ex- 
perienced cameramen, like those shown above, 
place in Du Pont “Superior” 4. it’s not surprising 
to find that this fine film is in NBC’s film stocks. 
FOR FURTHER INFORMATION about Du Pont Motion 
Picture Films, ask the nearest Du Pont Sales Office. 
or write Du Pont Co.. Photo Products Dept., Wilming- 


ton 98. Delaware. In Canada: Du Pont Company of 
Canada (1956) Limited, Toronto. 





Mr. Gene Juster (right) of NBC 
Newsfilm and Mr. William Sweet, 
Du Pont Technical Representative, 
discuss the ability of Du Pont “Su- 


perior’’ 4 to withstand the high 
processing temperatures met when 
using NBC’s “Jiffy” processor. 


DU PONT MOTION PICTURE FILM 


REG. .s. Pat OFF 
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GET THE “PACKAGE” AT BIRNS & SAWYER 
RENT OR BUY, WE HAVE IT ALL HERE! 














NEW ARRI 35 “300” 


Only one of its kind in 
the U. S. With External 
Aperture Control, Follo 








110 or 220 volts. 





Focus, 1000-ft. Film 
Capacity, Sync Motor, 
Matched Zeiss Lenses. 


| couner? 0,905 


FROM 


$3675 











COLORTAN STUDIO LIGHTING 


Portable, Lightweight, Packaged 
Lighting for Color-Calibrated, High- 
output use. Available in Kits, Sep- 
arate Heads or Combinations. 
3200°-3400° Kelvin Rating AC-DC, 


























Kits and Lights 


ARRIFLEX 16 Rented By Day, 


Most desired 16 mm Week or Month 
Camera... Registration Get Our Quotes! 
Pin, Through-the-Lens 
Viewing, Divergent 
¢ Turret, Variable motor, 
Immediate Delivery. 
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Magnasync Sound Record- SU ad ot 
ers from X400 through 

‘ Mark IX. The finest for 

i clarity, fidelity. Perfect 

sync with Arriflex, Mitchell, 

& Auricon-double system, 
M4 
; 
‘ 
mt 
' 








For underwater 
work see the NEW 
Birns & Sawyer 
AQUARRI Blimp for 
Arri 16 with full 
400 foot film load. 


$ 1 495 sng 
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Exclusive Los Angeles Magnasync Dealer 


AURICON CAMERAS 
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For single or double system, Magnetic or Optical 
Auricon. Self-blimped Cameras make 
16mm production easy. We have 


Cine-voice, Pro 200’s, Pro 600's, $ 
Converted 1200's, etc., In Stock. FROM 795 
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WRITE 
FOR OUR 
1958 
RENTAL 
SCHEDULE 











ARI AND Musi 








H. D. TRIPOD 
$140 

















CINE EQUIPMENT 
PHOTO SUPPLIES 














BIG ROLE FOR 
U.S.C. CINEMA 
DEPARTMENT 


University Benefits From Greatly 
Extended Use of 35mm and 16mm 
Mitchell Motion Picture Cameras 


One of the most startling developments among the 
cinema departments of colleges and universities is 
the increased contribution which the campus film 
unit has made to the field of higher education. 


A leading example is the University of Southern 
California where students using professional 
Mitchell motion picture cameras film a remarkable 
range of subjects. Films are created for classroom 
instruction, public relations, sports events, campus 
activities, scientific research, audience reaction 
research, entertainment, television and industry. 


Mitchell cameras meet an extreme range of film- 
ing requirements. No other single camera has 
proven so flexible in use as these easy-operating, 
trouble-free 35mm and 16mm cameras which con- 
sistently deliver the highest quality film. 


For information about Mitchell cameras, write 
today on your letterhead. 


Widely diversified filming conditions are covered in 
instruction in which Mitchell cameras demonstrate their 


great flexibility. 2 _ 


Mitchell camera focuses on operating room as medical 
instruction film is made by Department of Cinema at U. S. C. 


R/ fl 
CORPORATION 


666 WEST HARVARD STREET 
GLENDALE 4.CALIFORNIA 


Cable Address: ‘‘MITCAMCO”’ 


Peabody and TV “Emmy” Students from all over the 
award winner, Dr. Frank world attend U. S. C. to 
Baxter, being filmed for learn the latest techniques 
the education TV and Radio of 16mm and 35mm cine- 
Center of Ann Arbor. matography. 





AMERICAN 


Cinematographer 


THE MAGAZINE OF MOTION PICTURE PHOTOGRAPHY 
PUBLICATION OF THE AMERICAN SOCIETY OF CINEMATOGRAPHERS 
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\ ArtHur E. Gavin, Editor / 
Marion Hutcuins, Editon ot Assistant EMERY Huse, Technical Editor 
Epiror1AL Apvisory Boarp: Arthur C. Miller, Ray Rennahan, Arthur Edeson, 
Walter Strenge, Joseph Biroc. 


Editorial and Business Office: 1782 N. Orange Dr., Hollywood 28, Calif. 
Telephone: HOllywood 7-2135 
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“Witp Is tHe Winn” Is Reauistic!—By Arthur E. Gavin - 
How “A.t-Star Goir” Is Snot ror TV—By Joseph V. Mascelli 
Perspective With A Purpose—By Harry Walter - - - 
New Arr “35” 1000-rr. Brimp—By Frederick Foster - - 
HoLttywoop’s GLOBETROTTING CAMERAMAN—By Clifford a 
Tue Science or Process PuHorocrapHy—By Joe Henry 


AMATEUR CINEMATOGRAPHY 


Wo.iensAk Fapinc anp Dissotvinc Device—By Arthur Rowan 
Snowtmme Movie Maxinc—By John Forbes’ - 


FEATURES 


TECHNICAL QUESTIONS AND ANSWERS - - - 

Wuat’s New 1n EQUIPMENT, ACCESSORIES, SERVICES 
PHOTOGRAPHIC ASSIGNMENTS . - - - - - 
Ho.ttywoop Buttetin Board - - - - - - - - 
Roster OF Mempers OF AMERICAN Society OF CINEMATOGRAPHERS 


ON THE COVER 


OBSERVING Japanese custom, camera crew under direction of Charles 
G. Clarke, ASC, work shoeless while shooting scenes inside native shrine 
for 20th Century-Fex’s “Townsend Harris Story” in Japan. Director John 
Huston watches preparation from doorway while his script girl notes 
directions for next scene. Meanwhile, cinematographer Clarke is up front 
(out of picture) making last-minute check of the lighting. (See story 
beginning on page 34, this issue). 
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AMERIC AN CINEMATOGR. APHER, established 1920, is s published manthly by the A. S. 
C. Agency, Inc., 1782 N. Orange Dr., Hollywood 28, Calif. Entered as second class matter 
Nov. 18, 1937, ‘at the postofice at Los Angeles, Calif., under act of March 3, 1879. SUB- 
SCRIPTIONS: United States and Canada, $4.00 per year; Foreign, including Pan- American 
Union, $5.00 per year. Single copies 35 cents: back numbers 40 cents; foreign single 
copies, 40 cents; back numbers, 45 cents. Advertisin oe Copyright 1957 
by A. S. C. Agency, Ine. “ut. Té™: 
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Helio-Tech, Inc. 
Pasadena - California 


Presents 


NORWOOD 
super director 


XPOSURE METER 


years ahead in design 


SWIVEL HEAD 


3-0 
HELIOSPHERE 


AUTOMATIC 
f— STOP 


EXCLUSIVE CALCULATOR-IN-RESERVE 


e SIMPLE 
VERSATILE 
e ACCURATE 


. for still and movie 
photographers 


e complete with eveready 
leather case, 
neck strap and * z2liogrid 


Helio-Tech, inc. 
1470 San Pasqual Street 
Pasadena - California 














It Often Rains Indoors 


At least so it would seem the way 
many color films render tungsten 
scenes. But not so with Ansco’s superb 
new ANSCOCHROME PROFES- 
SIONAL CAMERA FILM TYPE 
242. Here is a low contrast camera 
film which provides for the finest pos- 
sible release prints because of its print- 
through characteristics that are un- 
equalled by any other film in 
existence. 

Balanced for 3200K and having an 
exposure index of 10 under tungsten 
illumination (E.I. 8 in daylight with 


83 filter) ANSCOCHROME PRO- 
FESSIONAL CAMERA FILM 
TYPE 242 provides unparalleled bril- 
liance and color saturation even under 
difficult shooting situations involving 
long brightness ranges. 


Available in 100, 200, 400, and 1200 
foot lengths, this exciting new film is 
designed to be printed on Ansco Type 
238 Duplicating Color Film. 


The combination of Types 242 and 
238 team up to provide the longest 
tonal scale and best color saturation 


in the industry . . . truly a team that 
sets new standards in color rendition. 


Ansco, Binghamton, New York. A 
Division of General Aniline & Film 
Corporation. 


Ansco 


Professional Camera Film 
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P&B PARADE OF NEW PRODUCTS 





F&B CHANGING BAG 


Finest, Rubberized, 
Lightproof _—_‘ Fabric. 
Generous 35”x44” 
Size with Elastic 
Arm Holes 
Zippered, 

Zipper Carrying 
$24.95, 


f 


Double 
Including 


Case—Reg 
only . 


$13.95 








TEWE DIRECTOR'S 
FINDER 


The only efficient, ac- 
curate Director's View 
Finder: Used in all 
leading studios — 





Three Models available: 

35mm Model—Focal 
200mm : 

35mm Wiskescresn 


Length 25 to 
peenes $68.50 
Model — Covers 


all ratios from 1:75 to 2:55 $98.50 
16mm Model — Focal Length 11.5 

I $68.50 
All Models provided with Leather Case 


and Neckchain. 





F & B LEG-LOK TRIANGLE 


Sturdy metal _ tri- 
angle locks tripod 
legs in position. One 
man can move cam- 
era, tripod and tri- 
angle. Gives absolute safety and 
rigidity on wooden, composition, 
concrete, metol and _= slippery 
floors. Price $26.95 





F & B BUIT SPLICING BLOCKS 


Now . . . a new, amazingly simple device for 
butt-splicing 16mm and 35mm film with Magic 
Mylar. Simple as A-B-C .. . |! 


~*~, 

< i> Register film in 
- 04 (1) guide sprockets; cut 
wes with angled razor 
blade in groove. 


Remove film, lay in, aay! ~ » 
Magic Mylar, sticky SS @ 


side up. 


Lay film on top of 
Magic Mylar, care- 
fully registering 
sprocket holes; ap- 


y ply finger pressure 
(G3) on film.* 


the Butt Splice is finished! 





That's all... 
(*For double strength, Magic Mylar may be 
placed on both sides of film.) 

Model B-16 for 16mm......................-- $ 9.50 


PRET BSS FOF BoM occcccccccscecevcsccesenss 11.50 
Model B-4 for 4” magnetic tape..... 6.50 
Model B5B comb. unit for 16/35mm 

and 4” magnetic tape................. 24.50 








F&B FAMOUS SPLIT REELS 


Top Quality Steel—Precision Machined 


400 Feet—lé6mm $ 4.50 
800 Feet—lémm 6.00 
1200 Feet—l6mm 7.50 
1600 Feet—l6mm 9.00 
2000 Feet—1l6mm 12.00 


NON-MAGNETIC: 400 Feet, 
$9.00; 35mm 1000 Feet, $9.75 


ALL ALUMINUM 
$6.50; 1200 Feet, 


MAGIC MYLAR 





TRANSPARENT 
SPROCKETED 
SPLICING 
TAPE 


16mm—Single and double perf., 66’ roll..$5.00 
35mm—66 foot roll.. net eee .... 9.00 


MOVISCOP VIEWER 


250% MORE LIGHT eee 
WITH MOVIESCOP 
16MM VIEWER 


Most brilliant image 
of any viewer 
Guaranteed scratch 
free operation 
Fine-grain, optically 
ground glass screen 
Precision optical 
focusing 

Built-in film marker 
70% heat resistant 
glass filter 

Rotating glass prism 
in drum shutter 
Built-in voltage 
transformer for 
110volt to 240 volt 
AC operation 


List Price $125.00 


PIC-SOUND EDITOR 








SPECIAL INTRODUCTORY 
OFFER—Complete Outfit 


$295 00 (This off2r good only for a 


limited time.) 
Consisting of — Moviscop-Viewer, Precision 
Optical Sound Reader #600RL and Base. 


2. apenas ee $370.00 











JARO-SALFORD 


Professional 
Exposure Meter 


Combines functions of 
both photometer and 
exposure meter in one 
instrument Line scale 
of each meter is hand- 
calibrated for utmost 
accuracy 


$295.00 





FILM REPAIR & SPLICING BLOCK 





For use with Magic Mylar sprocket- 19 95 
ed transparent splicing tape............ a 
Magic Mylar Sprocketed Transparent Tape repairs 
torn, gouged films as good as new . . . without 
the loss of a single frame. 
Applied directly on both sides of the damaged 
film, Mylar (only 1/1000 of an inch thick) re- 
pairs, reinforces and holds the broken film to- 
gether . WITH THE STRENGTH OF MORE 
THAN 3 TIMES THE ORIGINAL FILM. 
@ REPAIR TEARS 
@ REPLACE BROKEN SPROCKET HOLES 
@ REPLACE GOUGES 
@ STRENGTHEN LAP SPLICES 
@ MAKE BUTT SLICES 


FEB PRD 


SCENE is | SOUND 


CAMERA =a 


DIRECTOR 


SLATE iva 


DATE Tex TT 


LARGE 11”x14” Size, Erasable 
Sturdy-Durable Construction. Reg. 
4; ee ieionigant 





Slate Finish, 
$8.75, 
$4.75 








V4" MAGNETIC RECORDING TAPE 


SPECIALLY MADE FOR F&B. WE PURCHASE THIS 
TOP-QUALITY TAPE IN HUGE QUANTITIES 
AT ROCK-BOTTOM PRICES 


3 Rolls 10 Rolls 
$2.85 $900 


5” Reel 600’——1 ¥, Mil Acetate 
5” Reel 900’ ! Mil Acetate 3.40 11.00 
5” Reel 900’——1 Mil Mylar 420 13.00 
7” Reel—1i200’—1, Mil /.-cta'c 3.95 12.50 
7” Reel—1800’—1 Ail Acetate 5.25 16.00 
7” Reel—1800’—1 Mil IAylar 635 2200 
7” Reel-—2400’ ¥, Mil fAy'a 1060 32.00 
All new fresh, top quality 
packed in ind vic'ua 70xes 
If unsatisfactory for any reaton you may return 


all tape for full money-back re und 
Postage extra a” id 20- ner reel 
Any excess wil e unced 











68 West 


45th Street, 


FLORMAN & BABB 


New YORK 36, 


INC 


N.Y. MU 22-2928 

















New ‘CINEFILM = - if 


= DEVELOPING = |: 
= OUTFIT...“ 


+ 
= For Small Volume! . 
™ Top Quality Results! | 
* 









“Scratch-Proof” 








t 


The Burke & James 
WATSON PORTABLE 
DEVELOPING OUTFIT 
For 16-35-46-70mm Film 


Professional standard for T.V_ Stations, 
Newsreel Studios and Industry 
where speed and quality are essential, 
but price is a factor! 


Complete Stainless Steel Outfits include: 


e Nesting Tanks « Scratch-Proof Loader 
e Reels—'C” Clamp « Instructions 


Select from 25 fr., 100 fr., or 200 fr 
stainless steel outfits—in ail film sizes = $§450 
Priced from 


120 Pages Of 
horo Equipment 








60th ANNIVERSARY 


*Greatest Lens Offerings! 
*Cameras— Regular, Indus- 
trial & Scientific! ° Enlargers 
—Solar Etc! *Lighting—Pro- 
fessional—Strobe Etc! *®Ac- 
cessories— Write to: ~acis5g 


BURKE & JAMES. in<¢ 
321 S.Wabash Chicago 4, Illinois 














THE FILM CLEANER 
WITH A PLUS 








You use 
PROTECT-O-FILM ; 
like ordinary cleaners —Ag@ 
but you get Scratch, 
Dirt and Anti-static 
Protection. 

. AND IT’S SAFE 


a MARWAER 22 


1245 Gteage Ave., Evanston, Ill. « Ph: DA 8-7070 


Ac 
















PROCESSING 


Reversal specialists for over a decade. 
Our long experience insures superior quality. 
Electronically controlled machines keep tem- 
perature constant within .2 of one degree. 
N ational “Brillientone™ Cine prints are the fines? 

atalogue. 



































5 
. a ailable. Write for free « . 

- CONTACT PRINTING 8 & W DUPLICATING . 
% WORK PRINTS KODACHROME DUPLICATING ‘2 
*. EDGE NUMBERING VACUUMATING 

Pe All work vaporeted at ne extra charge 

* 

2 NATIONAL CINE LAB 

=n Box 4425 Washington 17, D. C. ee 
ane see 
Pe me 2" * * 8 8 8 8 8 @ 2 8 2° 
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TECHN 


ICAL 


QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 





@ vesriow relating to cinematography 
or other phases of film production 


| are invited from readers and will be 
_ answered by letter by Walter Strenge or 


by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 


| tions and answers considered of general 
_ interest will appear in this column.—£d. 


| Answer: 
| Kodachrome 





What is the best method for achiev- 
ing a night effect, using Koda- 
chrome Commercial film and shooting in 


daylight?—A. J. N., Maryknoll, N. Y. 


To obtain night effects with 
Commercial film, Type 


5268, omit the Wratten 83 filter and 


decrease exposure 114 stops below what 
you would normally use when shooting 


| this film in daylight with the Wratten 


filter. 

Since shooting this film without the 
Wratten filter tends to cause a measure 
of increased exposure, the 11% stop re- 


| duction recommended above actually be- 
_comes | full stop. Because an original 


obtained in this manner would not be 
considered sufficiently dark to give the 
desired night effect to the scene, it is 
advisable that further correction or 
darkening of the scene be done by the 
laboratory by “printing down.” 

It should be borne in mind that since 
the preparation of prints from Koda- 
chrome Commercial color film is a re- 
versal-to-reversal printing operation, it 
is necessary for the laboratory to use a 
lower printing light to produce a darker 


| print, rather than the reverse which is 





common negative/positive practice. — 
Norwood L. Simmons, A.S.C. Associate 


Eastman Kodak Co. 


I have encountered problem of strob- 

oscopic effects in both animation 
and live action photography. When back- 
grounds used in animation work are 
pulled through in front of the camera— 
east or west—or when any foreground 
subject is moved in like manner, the 
stroboscopic effect results. Recently, when 
filming live action of merchandise on a 
revolving turntable, the resulting strobe 
effect was so great the shot had to be 
discarded. In this instance, the turntable 
rotated very slowly; the camera was lo- 


* January, 1958 


cated about 3 feet from front rim of 
turntable and elevated about 11% feet— 
looking down on turntable with its mer- 
chandise display.—J. E. W., Jackson, 
Tenn. 


Answer: The strobe effect referred to is 
an inherent fault of the motion picture 
system. Motion pictures are made pos- 
sible by the phenomenon of persistence 
of vision; consequently, a series of pro- 
gressive still pictures when viewed in 
rapid succession and in proper order 
will produce the illusion of movement. 

When a series of motion picture film 
frames are examined, however, it will 
be noted that generally one-half of the 
action continuity is missing, due to the 
camera shutter being alternately opened 
and closed, It is these gaps in the ac- 
tion, especially fast action, that is the 
basic cause of stroboscopic effect. 

The use of a very wide shutter open- 
ing—say 250° or more—would decrease 
the strobe effect by producing longer 
blur and shorter gap in the image of 
the action, A very narrow shutter open- 
ing, on the other hand, will increase 
strobe effect by producing a short blur 
and a long gap in the action. 

Strobe effect is often most pronounced 
in animated cartoon work due to sharp- 
ly defined images. Here the action meets 
the condition of minimum blur and 
maximum gap. Where the animation 
drawings are purposely strongly blurred 
in the direction of travel, a definite im- 
provement will be noticed. 

Stop-motion photography of dimen- 
sional objects is especially vulnerable to 
the strobe effect. Again we have blur 
with maximum action gap. The solution 
here is more complex since in most 
cases it would be difficult if not impos- 
sible to intentionally blur dimensional 
objects in stop-motion photography. 

Avoidance of action at 90° to the 
camera tends to minimize the problem 
Also avoiding prominent lines and strong 
contrasts opposed to the path of action— 
particularly when the mass or object 
moves as much or more than its width 
between frames. Intricate designs or 
prominent lettering will sometimes fall 
in this category even when moved fairly 
slow. Careful attention to liehting, con- 
trasts and action speeds will do much 

(Continued on Page 60) 
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In 1835 the 

British mathematician 
and scientist, 

William Henry 

Fox Talbot, 
discovered a way of 
chemically dissolving 
the unexposed 

silver chloride 

in a photograph, 
‘leaving the silver 
image behind. 
Talbot's ability 

to fix the image, 

to make it permanent, 
represented a mile- 
stone in the history 
of photography. 


The accomplishments 
of men like Talbot 
and the other pioneers 
provided the founda- 
tion on which motion 
picture photography 
was built. 

Today these early 
achievements seem 
trivial, dwarfed by 
the wizardry of 
modern chemistry. 


Amid their weird 
looking glassware 
and strange smelling 
potions, the contem- 
porary sorcerers of 
the laboratory con- 
tinue to add new 
miracles to the 


MAGIC OF FILM. 
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-» GENERAL 


FILM LABORATORIES CORP 


1546 ARGYLE 
HOLLYWOOD 28, CALIF. 
HO 2-6171 


\@relaaloli-3¢-MloMaslaslt- tale MtCl>Mesleslt-1-1a Al ot -t_) 
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OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 
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CAMART DUAL SOUND READER \ tow - ARRIFLEX 16 


© 16mm or 35mm single & double system—optical or 16mm and 35mm cameras in 


magnetic sound track GARNER LITES stock for immediate delivery. Arri- 


to Ae t 
® Synchronized to any picture viewer Portable high intensity lighting flex 16mm and 35mm soundproof 
units for black & white or color, blin lable. 400’ 
m Le > 
* Right to left or left to right operation made famous in Hollywood. Each ps available magazines 
s light is controlled individually in stock. Also used cameras 
16mm or 35mm Magnetic Model = $185.00 from the converter, Send fer 
16mm or 35mm Optical Model...................... $195.00 further information & prices 








CAMART SLATE 


& CLAPSTICK OPTICAL FX UNIT MACO VIEWFINDER 
Adds Value to Each Shot 


ontains space for all essential , 
C ' P Professional type side viewfinder, with large 


information. Originally sold for For motion picture and television cameras. Re : 
$11.75. Now only $4.75 plus produces multiple images in rotation Many bright, erect image For Cine Special, Filmo, 
postage. varied effects possible. $119.75. Bolex, and Cine-Voice cameras. $139.50. 





CAMART BABY DOLLY 





CAMART OIL PEN 


@ Handy oiler—fits easily into 
your pocket. 


@ ideal for oiling to get at places. 





@ Automatically draws up sur 
plus oil $1.69 


A.C.E. 35MM ROTARY VIEWER In quantities of six $1.39 ea 


(The Only Table Model Rotary Viewer) 





Permits viewing of film between rewinds for- 
Only a four-wheel dolly will provide the balance ward and backward—at rewind speed. De- 
signed to facilitate viewing original negative 
Adjustable seat for cameraman; film without scratching. Ideal for Lab work- 
platform accommodates assistant $425.00 ers, Animators, etc $159.50. Footage & 
Frame Counter Optional, $64.90. 















and stability required for professional production. 


Dolly tracks available 


| ON THE WEST COAST CAMART PRODUCTS ARE AVAILABLE 
| FROM BIRNS & SAWYER, INC., LOS ANGELES 


ieCAMERA MART i. Baxe Qe 


1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 « Cable: Cameramart "New Yor *s new Coliseum | 
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ALL AURICON EQUIPMENT IS SOLD WITH 
A 30 DAY MONEY-BACK GUARANTEE. 
































“CINE-VOICE IT” 16 mm Optical Sound-On-Film Camera “AURICON PRG-600"' 16mm Optical Sound-On-Film Camera. ‘SUPER 1200°° 16 mm Optical Sound-On-Film Camera. 


* 100 ft. film capacity for 2% minutes of * 600 ft. film capacity for 16% minutes of * 1200 ft. film capacity for 33 minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording. * $1871.00 (and up) with 30 day recording. * $5667.00 (and up) complete for 
operation. * $795.00 (and up). money-back guarantee. “High-Fidelity” Talking Pictures. 
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SOUND RECORDER — Mode! RM-30... 1200 foot film PORTABLE POWER SUPPLY UNIT —Model PS-21...Sijent FIULMAGNETIC —Finger points to Magnetic pre-stripe 

capacity, synchronous motor for “double-system” in operation, furnishes 115-Volt AC power to drive on unexposed film for recording lip-synchronized 

16mm Optical Sound-On-Film operation. “Single System” or “Double System” Auricon magnetic sound with your picture. Can be used 

* $3630.55 (and up) Equipment from 12 Volt Storage Battery, for with all Auricon Cameras. # $870.00 (and up) 
remote “location” filming. * $269.50 


Strictly for Profit 
CHOOSE AURICON 


lf it’s profit you’re after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 
Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 
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You must be satisfied. 


rm 


Wily rod) 
{Ait a) 























TRIPOB— Models FT-10 and FT-10S12... 
Pan-Tilt Head Professional Tripod for 
velvet-smooth action. Perfectly counter-balanced 6902 ROMAINE ST., HOLLYWOOD 38, CALIF. 


to prevent Camera “dumping.” $406.25 (and up). 
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® Please send me free Auricon Catalog. 5908 
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MANUFACTURERS OF SOUND-ON-FILM RECORDING EQUIPMENT SINCE 1931 . Name 
° (Please write your address in margin) 
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INTRODUCING ... 


BROR-400 WHAT'S NEW | 


16MM FILM DEVELOPING In Equipment, Accessories, Services 
YOU GET MACHINE 
ALL 
THESE 
EXTRA 
FEATURES 9. & 
FOR ONE R ~ @ 
LOW 
PRICE— 


















YOU GET 
@ Air Compressor built in * Tah fe ® ‘ 
’ a Rk RNS, “ 
@ Two stage air squeegee eye dat f a 
n final wash WENN. Ny Combination Processor 
Spray combination wash Seo eM sts | Filmline Corp.. Milford, Conn... an- 


nounces its Model R-15 16mm combina- 
tion reversal and negative-positive film 
processor with a low initial cost that 
makes it ideal for TV station film de- 
partments, universities, and industrial 
companies having own film production 


Bottom drains in all tanks 


© Needle bearing sup 
ported top drive shafts 
friction clutch drive 


@ Strip heaters in dry box 
filtered forced air with facilities. 

A friction-type overdrive film trans- 
port system features precision-machined 
components designed to assure trouble- 
free operation. Tanks are fabricated 


exhaust duct outlet 





@ Stainless steel heliarc 
welded tanks 





© Operates at 600’ per t 
hour ' from heavy-gauge stainless steel are- 
” ” . on . 
Only 45 high 48 ALL THIS FOR ONLY welded to government specifications. 
lo ] ' > >| S m" . ° 
ee lank fittings and other parts that come 


only 200 Ibs. approx y ? 
$4 1 y 00 into contact with films or solutions are 
Reversal & Coler Developing also made of stainless steel. List price 


Machines Built on order FOB, NEW YORK is $2.795.00. Literature is available. 


Write for quotations " 


SEND FOR DESCRIPTIVE LITERATURE 
DISTRIBUTED EXCLUSIVELY BY: 


we CAMERA MART... 


1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 + Cable: Comeramort 


—~ 






Gun-camera Film Magazine 
Traid Corporation, Encino, Calif.. an- 
_nounces a new 100-ft. magazine de- 
signed especially for the 16mm N-9 gun 
camera, marking first time this camera 
has been given the advantage of a 100- 
foot film-load without requiring altera- 
tions to camera. New magazine extends 
dimensions of the N-9 by only 11/32” 
top. and 1” end. It is expected to find 
wide use in missiles and aircraft where 


CINEKAD SYNCHRONOUS MOTOR [spc is et premium. 


A heater and thermostat. which draws 


DRIVE—For 16mm Projectors 1 amp of power, permits operation from 


65° F. to 165° F. 









Especially designed to drive all 
Bell & Howell, Ampro and Victor Title Printer Improved 
16mm projectors at synchronous 5.0.5. Cinema Supply Corp. 602 


speed. West 52nd Street. New York 19. an- 
Projector con be instantly attached to nounces that its TEL-Animaprint hot 
Synchronous Motor Drive and quickly de- 
tached at any time in a matter of seconds. 
An outstanding feature is the flexible 
shaft which connects motor with projector 
and permits smooth, quiet and steady 
operation. No special technical know!l- 


press title printer has been improved 
with a thermistor and electronic assem- 
bly that maintains consistent heat, 
which is used in the process that em- 
edge required for installation and mount- ploys regular printer's type and white 
ing. Write for more details and prices. or colored ribbon foil to produce titles 


CINEKAD ENGINEERING COMPANY, 763 10th Ave., N.Y., N.Y., Plaza 7-351) on opaque or clear plastic materials, pa- 


(Continued on Page 14) 





One-year Guarantee! Immediate Delivery! 











12 & AMERICAN CINEMATOGRAPHER n January, 1958 








problem: 


How to completely eliminate mislabeled 
Ss or illegible leaders on any 16mm release 


print made in large quantities. 


solution: 


Automatic white opaque leader. * 








i ll 





At CFi, hand labeling the head 
leaders on large quantities of release 


prints is obsolete. Now, from first print 


} to the last, this important job is 
l done automatically. 
Film title, production number, air date, 


and other essential information 
are inscribed only once on the negative. 


This data is “printed through”’ 





onto the head leader of each 
release print. This portion 

of film is then reinforced 
with white opaque cellophane 
tape. Since the head leader 
becomes an integral part 

of the film itself, there is no 
need for the usual splicing. 
The result is a more durable 
leader, which is 100% accurate 
and easy to read. 











Sid Solow, Vice President and 
General Manager of CFI Hollywood, 
shows how the new method of 
labeling leaders makes immediate 
identification of release prints 
easier and more accurate. 


: 
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Special Effects Optical Printers 
and Animation Equipment 



















e ANIMATION 

e TITLES 

e STILLS 

e CARTOONS 

e TRICK PHOTOGRAPHY 


e INDUSTRIAL MOTION PICTURES 

e EDUCATIONAL MOTION PICTURES 

e TV MOTION PICTURES 

e ENTERTAINMENT MOTION PICTURES 


ANIMATION AND SPECIAL 
EFFECTS CAMERA STAND 
Model No. 111-E 


An intelligent approach to today’s 
problems of TV commercials. It is 
made to serve the multiple tasks of 
the animation field to take angle 
shots and zooms, matching zooms, 
spinning, as well as countless other 
photographic requirements. We man- 
ufacture a complete range of styles 
and sizes. 













OPTICAL PRINTER FOR 





SPECIAL EFFECTS WORK 


Will print 4 times reduction to 
4 times enlargement in one 
continuous zoom. Complete au- 
tomatic focus. Many combina- 
tions of movement and optical 
effects available. 





WRITE FOR COMPLETE LITERATURE 


Headquarters for essional Photographic Equipment Since 1920 


CPS eas SALTZMAN, INC. 


SALES DISTRIBUTORS for CAESAR MANUFACTURING, INC 


480 Lexington Avenue, New York 17, N.Y 


WHAT’S NEW 


(Continued from Page 12) 


per, cardboard, etc. Present owners of 


TEL-Animaprint equipment may _pur- 
chase the heat control and install it 
themselves in less than 20 minutes, ac- 
cording to $.O.S. List price of kit is 
$149.50. TEL-Animaprint with control 
includes lists for $495.00. 


Butt Splicing Blocks 

The simple tools for making efficient 
butt splices of either 16mm or 35mm 
film, and 14-inch magnetic tape are 
available from Florman & Babb. Inc., 
68 West 45th St.. New York 36. These 
are F&B Butt Splicing Blocks which en- 
able any film worker to make durable 
film splices, using Mylar tape, in three 
simple steps. Made of anodized alumi- 
num, blocks are available in four sizes 
for 16mm and 35mm film, 14-inch mag. 
netic tape, and a combination model 
that takes all three. 


Non-Flam Film Cleaner 

Eastman Kodak Company, through 
its dealers, offers a new Kodak Film 
Cleaner that eliminates any hazard from 


| flammability in cleaning — black-and- 


white and color negatives or transparen- 
cies. Solution is applied with soft lint- 
less cloth to remove dust and dirt from 
films. Four-ounce bottle costs 90 cents. 


Magnetic Playback 

A magnetic playback conversion unit 
is offered by Binghamton Magnetic In- 
dustries, Inc., 40 Wall Street, Bingham. 
ton, New York, which converts any Bell 
& Howell Filmosound projector for 
erase-proof magnetic playback of 16mm 
sound-striped films. Unit permits mag- 
netic and optical tracks to be repro- 
duced individually or simultaneously 
with no change of film threading. The 
BMI unit scans at 28 frames per second 
and frequency response conforms with 
SMPTE standards. List price is $99.50. 
Distributor is Williams, Brown & Earle, 


Philadelphia. 


Focuser and Boresight 

HI-C Products, Box 455M, Pasadena, 
Calif., offers a practical, low-cost full- 
aperture focuser and boresight for Filmo 
Series 70, and Auricon Cine-Voice and 
Pro cameras. Among uses for device is 
military tracking applications, critical 
focusing, checking parallax of present 
finders, title centering, checking lens ac- 
curacy, and microscopic filming. Prices 
range from $36.50 for standard Model 
F for Filmos to $49.50 for the Auricon 
cameras. 
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16 and 35mm 





Release positive— .¢ 


GEVAERT makes 


the best in cinefilm 





THE GEVAERT COMPANY OF AMERICA, INC. 


Quality Photographic Products Since 1894 





Sales Offices & Warehouses at 


321 West 54th Street 150 No. Wacker Drive 6370 Santa Monica Bivd. 9109 Sovereign Row 
New York 19, New York Chicago 6, Illinois Los Angeles 38, Calif. Dallas, Texas 


In Canada: Gevaert (Canadaj Limited 
345 Adelaide St., West,Toronto, 2-B, Ontario 





NOW 


MOVIELAB 





e l6mm-35mm ‘ag 
Negative - Positive Processing = . | 
, Plus exclusive ADDITIVE oat os 
scene to scene—color balanced “e, 


KODACHROME printing. 




















MOVIELAB BUILDING, 619 W. 54th ST, NEW YORK 19, N. Y., JUDSON 6-0360 
COLOR CORPORATION 














“YOU CAN’T MISS 
with an ARRIFLEX 35” City) 


says Jack Painter, A.S.C. 
Chief Photographer, Movietonews, Inc. 


“I’ve travelled many times all over the world with 
my Arriflex 35, and have used it under the most 
trying conditions. It has never failed me,"’ says 
the globe-girdling chief cameraman whose Fox 
Movietone newsreels are shown both here and 


abroad. 


“Arriflex 35 was with me when | shot the Cinema- 
scope color short about the ‘A Bomb’ called 
‘Survival City’. Travelogues and documentary pic- 
tures—in Cinemascope or ‘plain’—both in foreign 
countries and in the United States were taken 
with my Arriflex 35. Arriflex was the only camera 
we had with us—no others could have done the 


job as well! 


“Because it is a reflex camera, the Arriflex 35 
has resolved our photographic problems. With 


an Arriflex 35 you know what you're getting.” 


Photograph shows Jack Painter, a veteran of 39 
yeors of service with Movietone News, Inc. shooting 
a street scene with his Arriflex and Pan-Cinor 
model 150 varifocal lens. 





SOLE U. S. DISTRIBUTOR 


LIN G 
PEOTO. CORE 


257 Fourth Avenue, New York 10, N.Y. 
7303 Melrose Avenue, Hollywood 46, Cal. 

















*Asterisks indicate television film productions. 


| Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 
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ALLIED ARTISTS 


ASC, “War of the Satel- 
Prod.) with Susan 
Roger Corman, pro- 


@ FLoyp Crossy, 
lites” (Roger Corman 
Cabot and Dick Miller. 
ducer-director. 


@ Ernest Hatter, ASC, “Hell's Five Hours” 


with Stephen McNally and Coleen Gray. 
Walter Hannemann, director. 
@ Witttam 3 Marcuties, “Dateline Tokyo” 


(Nacirema Prod.) with Michi Kobi. Norman 
T. Herman, producer-director. 


@ Wittiam Wuittey, ASC, “Tucson” (Cine- 
maScope and DeLuxe color; shooting in Tuc- 
son, Ariz.) with Mark Stevens, Forrest Tucker 
and Gail Kobe. Tem Carr, director. 


@ Lorurop Wortu, ASC, “Teen-Age Mother” 
with Norma Moore and Robert Vaughn. Wal- 
ter Doniger, director. 


AMERICAN NATIONAL 
@ Monroe Asxkins, “Tombstone Territory”* 
(Ziv-TV) with Pat Conway. Various direc- 
tors; “Target”* (Ziv-TV) Eddie Davis, direc- 
tor. 


@ WittiAm BRADFORD, 
rol”* (Ziv-TV) with 


Monroe Askins, director. 


ASC, “Highway Pat- 
Broderick Crawford. 


@ Epwarp Cronyacer, ASC, “Highway Pat- 
rol”* (Ziv-TV) with Broderick Crawford. 
Leon Benson, director; “Sea Hunt”* (Ziv-TV). 
Various directors. 


@ Bos HorrmMan, “Harbor Command™* (Ziv- 
TV) with Wendell Corey. Various directors; 


“Tombstone Territory”’* (Ziv-TV) with Pat 
Conway. Eddie Davis, director; “Target”* 
(Ziv-TV) Eddie Davis, director. 

CALIFORNIA STUDIOS 
@ Lucien Anpriot, ASC, “The Life of 
Riley,”* with William Bendix. Jean Yar- 
brough, director. 
@ Witttam Marcuties, “Have Gun Will 
Travel”* (Filmaster Prods.) with Richard 


Boone. Andrew McLaglen, director. 


@ Hat Monur, ASC, “Playhouse 90"* David 
Swift, director. 


@ Freet Sourncott, “Gunsmoke,”* (Fil- 
master Prods.) with James Arness and Dennis 
Weaver. Ted Post, director. 


@ Lester Wuite, ASC, “Boots & Saddles— 
The Story of the Fifth Cavalry.” * (Calif. 
National Prods.). Wm. Hole and B. Kowalski, 
directors. 


COLUMBIA 


@ Gert ANpERSEN, ASC, “Shirley Temple’s 
Storybook”* (Screen Gems). Robert Sinclair, 
director: “Playhouse 90”* (Screen Gems). 
Arthur Hiller, director. 
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@ Witkie Cooper, “The Whole Truth” (Ro- 
mulus Films shooting in England) with Ste- 
wart Granger and Donna Reed. John Guil- 
lermin, director. 


@ Kit Carson, “Father Knows _ Best”* 
(Screen Gems) with Robert Young and Jane 
Wyatt. Peter Tewksbury, director. 


@ HENRY 
Hickok” * 


son and Andy Devine. 


Freuticu, ASC, “Wild Bill 
(Screen Gems), with Guy Madi- 
Louis King, director. 


@ Burnett Gurrey, ASC, “Me and _ the 
Colonel” (Wm. Goetz Prods.; shooting in 
France) with Danny Kaye and Curt Jurgens. 
Peter Glenville, director. 


@ Frep Jackman, “The Case Against Brook- 
lyn” (Morningside Prods.) with Darren Mc- 


Gavin and Maggie Hayes. Paul Wendkos, 
director: “Casey Jones”* (Screen Gems) 


George Blair, director. 


@ CuHartes Lawton, ASC, “Gunman’s Walk” 
(CinemaScope & Technicolor: shooting in 
Arizona) with Van Heflin. Tab Hunter and 
Kathryn Grant. Phil Karlson, director. 


@ Irvinc Lippman, “Casey Jones” * (Screen 
Gems). George Blair, director; “Papago 
Wells” (Rorvic Prods.) with Rory Calhoun 


and Barbara Bates. Ray Nazarro, director. 
@ Oswatp Morris. “The Key,” (Highroad 
Prods.; shooting in England) with William 
Holden and Sophia Loren. Sir Carol Reed, 
director. 


@ Gitpert Warrenton, ASC, “Casey Jones”* 
(Screen Gems) George Blair, director: “Ad- 
ventures of Rin-Tin-Tin”* (Screen Gems) 
with Lee Aaker and James Brown. Joseph 
Walker, director. 


CENTAUR STUDIOS 


@ Girgert Warrenton, ASC, Farmers In- 
surance commercial.* Robert Walker, director. 


WALT DISNEY 


@ Gorpon Avir, ASC, “Zorro” * 
Williams. Various directors. 


with Guy 


@ Water Castie, ASC, “Andy Burnett”* 
with Jerome Courtland. Lewis Foster, direc- 
tor. 


@ Ray Fernstrom, ASC, “Cirearama U.S.A.” 
(aerial photography) James Algar, director. 


@ Frep Gatety, ASC, “Annette” * with An- 
nette Funicello. Charles Lamont, director. 


FOX WESTERN AVE. 


@ Lioyp Anern, ASC, “How to Marry a 
Millionaire”* Danny Dare, director. 


@ Nick Musuraca, ASC, “Sergeant and the 
Lady”* Howard Schuster, director. 
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@ Frank Repman, ASC, “The Perry Mason 
Show,”* with Raymond Burr. Vaious direc- 
tors. 


@ Cuartes Van Encer, ASC “Broken Ar. 
row’* with John Lupton. Ralph Murphy, di- 
rector: “How to Marry a Millionaire”’* Danny 
Dare, director. 


FILMCRAFT STUDIOS 


“You Bet Your 
Robert Dwan, 


@ VIRGIL 
Life,” * 


Mitter, ASC, 
with Groucho Marx. 


GENERAL SERVICE 


@ James Van Trees, ASC, “Burns & Allen 
Show,” * (McCadden Prods.) with Gracie 
Allen and George Burns. Rod Amateau, 
director; “Bold Journey” * (Advenco Prods.). 
Sherman Rose, director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,” * (Laurmac Prods.) with Bob Cum- 
mings and Rosemary De Camp. Bob Cum- 
mings, director. 


@ Neat Becxner, “The Adventures of Ozzie 
& Harriet,” * (Stage 5 Prods.) with Ozzie, 
Harriet, David & Rickey Nelson. Ozzie Nel- 
son, director. 


DatzeLt, “Panic” * (McCadden 
Various directors. 


@ ARCH 
Prods. ). 


@ Frep Gatety, ASC, “Bold Journey”* (Ad- 
venco Prod.) Harold Daniels, director. 


@ Burt Giennon, “Now Hear This”* (W. 
J. Enterprises) Paul Harrison, director. 
(Continued on Page 48) 











AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
prised of the leading directors of photog- 
raphy in the Hollywood motion picture 
and TV film studios. Its membership also 
includes cinematographers in foreign lands. 
Membership is by invitation only. 


& 
OFFICERS 


Burnett Guffey, President 
Arthur Edeson, First Vice-President 
Hal Mohr, 2nd Vice-President 
Joseph Ruttenberg, 3rd Vice-President 
Arthur Miller, Treasurer 
Charles G. Clarke, Secretary 
Robert de Grasse, Sergeant-at-arms 


BOARD OF GOVERNORS 


John Boyle, Milton Krasner, Victor Mil- 
ner, Robert Pittack, Ray Rennahan, Wil- 
liam Skall, Paul Vogel, John Seitz. 


ALTERNATE BOARD MEMBERS 


Hal Rosson, Lee Garmes, Sol Polito, 
John Arnold, James Van Trees, George 
Clemens, Joseph MacDonald, Harry Perry, 
Lester Shorr, Ellis Carter. 
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PROFESSIONAL JUNIOR*— product of experience 


and friend to 






Simplified 
geared camera 
attaching method 
knob easily accessible 











thousands of cameramen 











Adjustable 





Tilt lock 











> : pan handle 
All tripods have one thing in common— T~ 
they rest on three legs. But there the ~ e , poe oy angle 
| the comparison ends. , 7 tye 
or tr hand 
Because PRO JUNIOR towers like the and reverse 









Empire State Building over ordinary tripods. 
Pan lock 


Because PRO JUNIOR is the world’s most 

convenient tripod with the world’s 

finest features, including: (ie 
£%)} 






Pan tension brake 







« Simplified camera attaching method. 














’ — telescoping pan handle with adjustable Detachable head L level 
ngle. interchangeable 
‘ Sockets for left, right or reverse tilt. on baby tripod 
« Special pan tension adjusting knob, independent of and Hi Hat 
pan lock. Telescoping 
&. Cast in tie-down eyelets. pan handle 


+ Self-adjusting double leg locking knobs. 
« IDEAL FOR MOTION PICTURE AND TV VIDICON 
CAMERAS. 


And still the price is unchanged, which makes 
PRO JUNIOR the world’s best tripod value. 
Pros go for PRO JUNIOR. See it today. 


eS) 







Cast in 
tie down 
eyelets 
























Self aligning 
double leg 
lock knobs 







CECO Professional Jr. Hi-Hat 






An adapter for extremely low- 
mount setups; also used for title 
stands and permanent mount- 






























ings. Handles either friction or CECO Protessiona! Jr. PROFESSIONAL JR. 
geared-drive tripod heads. $22.00 Adjustable Wooden Baby Tripod Geared Head 
Accepts all Pro Jr. Tripod Used on Professional Jr. standard 
FRANK C. ZUCKER Heads. Has substantial shoe and tripod. Crank handles control 
spur. Measures 26” extended pan and tilt action. 
x AMERA € UIPMENT O nc. from floor to flange, 18” col- $175.00 Head only. : 
Q "9 lapsed. Weight 7 Ibs. $75.00 $225.00 Complete with tripod. 








Dept. W 315 West 43rd St., New York 36, W. Y. JUdson 6-1420 






* Reg. U.S. Pat. Off. 2318910 














ANSWER TO THE SOUND PUZZLE: 
an integrated system by Magnasync 


No need to puzzle out that new sound 
system all alone. We have the engineers 
and the experience to assist you to 
custom-tailor a high-performance system. 
For a sound solution to any 

sound problem, call Magnasync. 


dealers 


NEW YORK — comera equipment co., 315 w. 43rd st. 

new york 36. judson 6-1420. cable address CiINEQuIP. 
CHICAGO — zenith cinema service, inc., 3252 foster ave., 
chicago 25, ill. irving 8-2104. 

SAN FRANCISCO — brooks camera co., 45 kearney st., 

son francisco, calif. exbrook 2-7348. 

INDIA — kine engineers, 17 new queen’s rd., bombay, india. 


just write or phone for information 
on a complete system, or any part 


MAGNASYNC MANUFACTURING CO., LTD. 


5546 satsuma ave., no. hollywood, calif. 
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IEDICATED 10 BETTER PERFORMANCE gem 


Unconditionally Guaranteed for Top Satisfactory Performance COLLAPSIBLE ° » 
3-WHEEL DOLLY 













ANIMATION MOTORS =; 


For motion picture and TV 
cameras. Sturdy cast alu- 
minum, For standard or 
baby tripods. Additional 
baby tripod point holders 
to control spread of tripod 
legs. Adjustable spring 
seat. Extra wide rubber 
wheels. Bronze tie down 
clamps and other features, 






for Cine Special * Maurer 
Arriflex * Mitchell 











t 
i 
Synchronous motor unit, 115V, single t 
phase, 50/60 cycle. Available in 60 or \ 
100 frames per minute units. ; 













Time Lapse Equipment available 








for Cine Special 1 ond 11, $455 


For studio or location. Folds into 
one compact unit, Can be used 
X with professional or semi-profes- y 
sional tripods. ° 


7 ia 
Se $325 Le” 
Se an = al 
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Nothiug™ SYNCHROMASTER 
ife / SYNCHRONIZER 


The Versatile CRAB HYDROLLY 


Features many new advantages found in no other 
dolly. Maneuverable to ALL angles with instant 
ease. Variable up and down control. Dual wheel 
steering for crab and conventional back steering. 
Noiseless operation. Its versatility 
permits unusual dramatic shots 
and reduces costly set-up time. 






: 


; 
, 
; 
















' 





For Maurer Camera, $485 











with Tachometer 


for Cine Special and Maurer Cameras 






eta 

} 

Variable Speed Motors 
} 























Any combination of 
lémm and/or 35mm 
sprockets assembled to 
specification. 









ee ~~ 






Cast aluminum. Foot linear type, adjustable frame 
dial. Fast finger roller release. Contact rollers adjust- 
ed individually for positive film contact. Sprocket 
shaft slip lock, footage counter, etc. 












‘HYDROLLY’ 


TV OR 
CAMERA DOLLY 










MATTE BOX & SUNSHADE 


FITS ALL 16mm 
PROFESSIONAL AND 
SEMI-PROFESSIONAL 
CAMERAS 























Instant moveability — 
streamlined, lightweight, 
exceptionally sturdy. Noth- 
ing to get out of order. Swivel seat. Adjustable leveling head. Seat for 
Many new advantages for assistant. In-line wheels for track use. Steering 
easy operation. Hydraulic wheel, rigid floor locks. Hand pump or combi- 
lift type for fast upward nation hand and motor pump. Easily transport- 
and downward motion. 























The latest in matte boxes, embodying many 
new advantages! Takes all accessories such 
as gauze holders, diffusion filters, effect 
filters, etc. For use with 2” and 3” square Takes all lenses 15mm to 152mm. 

glass or gelatin filters. Fibre filter holders Rubber back caps avoid back flare, 
supplied. Beautifully constructed of durable When jens is smaller than back opening. 
aluminum castings with dural front rods. 


Optical black interior. ONLY $44.95 


ONAL CINE QUE MENT, 


Base fits all cameras and has large 
and small tripod threads. 

















se HARWOOT 


West Cvast Sales: 
BIRNS & SAWYER, Los Angeles, Calif. 48th STREET NEW YORK 36 N Y — Circle 6- rig 


















16mm Color Motion Picture 


16mm Color Internegative— 
Positive Printing and 
Processing 


Magnetic Laminating 
Color Slidefilm 


lomm Black 
and White 


LAK ESIDE 
Wow conc 


é fo = 
LABORATORY 


Box 2408 

Gary 5, Indiana 
Laboratory 

5929 East Dunes 
Highway 


Telephones 
Gary, YEllowstone 8-1114 
Chicago, SAginaw 1-4600 
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HOLLYWOOD 


BULLETIN BOARD 


News briefs about the A.S.C., 


its members, and important 


industry personalities 








CAMERAMEN and wives mingled at ASC's once-a- 
year Open House at Society's clubhouse in Holly- 
wood last month to meet old friends and enjoy 
refreshments ond buffet dinner. 


Next Meeting of the American Society 
of Cinematographers is scheduled at the 
Society's clubhouse in Hollywood for 
January 20, at which time the cinema- 
tographers will play host to important 
personnel of the Photographic Division 
of the U. S. Air Force based on Lookout 
Mountain in Hollywood. This is the 
group that has photographed most of 
the government’s top secret atomic and 
hydrogen bomb tests since 1948. 

Some unclassified films representative 
of the Air Force’s film production activ- 
ities will be screened, including a print 
of “The Thunderbirds,” which demon- 
strates acrobatic flying by an outstand- 
ing Air Force team. The film was select- 
ed for screening at the Nice (France) 
Film Festival last year. 


Hal Mohr, ASC, was elected Secretary 
of the Motion Picture Industry Council 
at the organization’s 
annual meeting last 
month at the Bev. 
erly Hilton Hotel. 
Jerry Wald, pro. 
ducer, was elected 
president, actor 
Ronald Reagan, 
first vice-president, 
Frank Nugent, 2nd 
vice-president, and 
Steve Broidy, treasurer. 





Hal Mohr, 


ASC 


Norwood L. Simmons, A.S.C. Associate, 


| last month was named assistant man- 


| 


ager of the West Coast division of East- 


' man Kodak’s motion picture film de- 


partment. Previously he was chief en- 
gineer of the division. 
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ASC PREXY Burnett Guffey (chatting with Mrs. 
Ellis Carter at left) sports beard which he grew 
while on location in France. At right are Mr. 
and Mrs. Clark Ramsey. 


Vaughn C. Shaner, A.S.C. Associate. 
succeeds Simmons as chief engineer. 
The division offers technical service to 
professional motion picture — studios 
which use Eastman professional motion 
picture films. 





ARTHUR MILLER, ASC, points to vintage motion 


picture comera which Paul Eagler, ASC, (left) 


donated to ASC’s Museum of Comeras. 


Paul Eagler, ASC, veteran cinematog- 
rapher and for the past several years a 
process photography specialist, recently 
donated to the American Society of 
Cinematographers’ Museum of Cinema- 
tographic Equipment a French DeBrie 
35mm motion picture camera, circa 
1920. Eagler used this camera in shoot- 
ing many of Charles Ray’s memorable 
films. He retired the camera in 1923 in 
favor of a new Bell & Howell, which be- 
came for a time the professional’s most 
popular 35mm camera. 

The DeBrie takes 400-ft. film loads 
and is equipped with generous set of 
effect mattes. END. 
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The One-Stop 


PROCESS YOUR OWN FILMS 


Get TOP 
professional 
results with 

this fully 
automatic, 
self-contained 
16mm Film 
developing 

machine 


BRIDGAMATIC Jr. does automatic !6mm film processing at small cost, 

fits in most any corner. Built-in drybox, heating elements, stainless 

steel tanks, cir squeegee—develops and dries ready for showing 

600’ positive, 180’ negative per hour, from $1195 

LARGER CAPACITY negative/positive, Reversal and Color models 

available 16/35/70mm. standard or custom built, from $1987 
Write for illustrated brochure 


IMPROVE YOUR 
FILM TITLES 


Greatest dollar for dollar 
value in the industry! 


TEL-Animaprint . . the first sensibly 
priced HOT PRESS TITLE MACHINE for 
high quality, fast dry lettering—the 
answer to economy and precision ac- 
curacy in film titling. Prints dry from 
colored foil for instant use. 
Acme pegs assure perfect reg- 
istration on paper or acetate 
cells. Prints all colors. Will 
produce titles in any lan- 
guage—main titles, sub ti- 
tles, trailer titles, TV com- 
mercials, slide films, super- 
imposed sub-titles, 
shadow and third di- 
mensional effects, etc. 

















WITH NEW HEATING CONTROL 


Only $435 


Write for TEL-Anima brochure— 
covering every animation need. 


FILM NUMBERING PAYS OFF 


: ee bered 
ree : films 





The Moy 16 mim & 35 mjm 
Visible Edge Film cue 
. = and 

iit r-hy 


Numbering Machine 


se § % The 
a; MOY 
‘ : edge 
numbers 
every 
foot of 
& 16, 17%, 
= * 35mm 


- film. 

















Simplifies task of checking titles, footage. Replaces cue marks, per- 
forations, messy crayons, punches, embossing, unsatisfactory methods 
which mutilate film. Work prints showing special effects, fades and 
dissolves require edge numbering to keep count of frames cut or 
added. Multiple magnetic tracks in CinemaScope stereophonic record- 
ings make edge numbering a MUST. Write for brochure. 

With New Improved Non-Clog Inking System, $2475 


“The Department Store of the Motion Picture Industry 





§.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH — 6331 HOLLYWOOD BOULEVARD, HOLLYWOOD 28, CALIFORNIA — Telephone: HOLLYWOOD 7-2124 
>» FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 29<€ 
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HOUSTON N-35 
Jomm Negative or Positive 


FILM DEVELOPING MACHINES 


e Can be converted to 16mm or Combination 16/35mm 


ita bo |p 
eeeteen ei 


U.S. Gov’t. Paid Over $10,000 
YOURS FOR AS LOW AS... 


Entirely self-contained so that complete job is delivered 
wound on a reel, ready for immediate printing or projection. 
Speeds variable to 1200’ per hour plus, depending upon 
developing times. Loading and unloading spools are next to 
each other and to central panel containing motor drive, speed 
control, stop-start switch, development time indicator, thermo- 
stats, thermometers, fuses, transformers and relay cabinets. 
Built in one complete unit, designed for continuous work. 
Simply connect into 220V AC, water system and to a drain. 
The Houston N-35 is for darkroom operation. Top drive with 
floating bottom elevators assures uniform tension of film dur- 
ing processing. Size: 110” long, 80” high, 33” wide. Ship- 
ping weight approx. 4000 Ibs. 


All orders subject to prior sale ® 


ut 


Phone: Plaza 7-0440 








602 WEST 52nd ST., NEW YORK 19, N.Y. 
Cable: SOSOUND thie 





COMPLETE WITH: 


5 Stainless Steel Tanks, 
Bottom Drains, Refrigera- 
tion, Recirculation, Air 
Pump, Dry Box, Blowers, 
Strip Heaters, Sprays. 


LIMITED QUANTITY! 


require 
$1495 


Used, complete, 
cleaning 


Used, but completely recon- 
ditioned $1995 


Immediate shipment F.O B. N.Y. Plus Packing 


“$05 


EST. 1 926 
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REALISTIC EFFECT of night or day in a scene 


discerning use of the proper lighting to achieve the utmost 


EB 


is a matter of 


illusion of naturalness, according to Charles Lang, Jr., ASC, 
who directed the photography of “‘Wild Is the Wind.” 


“WILD IS THE WIND™ IS REALISTIC! 


Charles Lang's discerning camera artistry is revealed in the location 
scenes which he filmed for this Hal Wallis production in a wide range 


of weather conditions with extraordinary uniform results. 


EALISTIC IS A QUALITATIVE label we 

like to apply to most entertainment 
motion pictures because movies are sup- 
posed to mirror actual happenings in 
actual locales. We know, of course, that 
this is not always so; that many movies 
are filmed on replica sets on studio lots 
and on nearby locations that approxi- 


24 * AMERICAN CINEMATOGRAPHER 


By ARTHUR 


mate in appearance the distant locale 
where the story supposedly takes place. 

Even when a picture is shot in the 
actual locale, the cameraman does not 
always succeed in capturing photo- 
graphically its mood and atmosphere to 
the degree that the action, when it 
reaches the screen, becomes more real- 
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istic and believable as a result. 

It is therefore more than ordinarily 
notable when a picture comes along that 
is outstanding for its pictorial realism, 
which naturally makes the production 
itself above average. Such a picture is 
“Wild is the Wind,” produced by Hal 


Wallis for Paramount Pictures and pho- 








See ee 


tographed in black-and-white and Vista- 
Vision by Charles Lang, Jr., A.S.C. 

This realism in the camera work was 
intentional, preplanned and pursued dil- 
igently to the end .“The very location 
for the many exteriors,” Lang says, 
“was an inspiration. Nearly all of the 
exteriors for the picture were shot on 
a real sheep ranch in Nevada—a rugged 
picturesque layout whose venerable 
ranch house, weathered barns and lovely 
grazing meadows never could have 
looked quite so real duplicated on the 
studio lot. It was a genuine challenge, 
therefore, to photograph action here in 
such a way that none of the earthy 
mood nor pictorial flavor of the place 
would be lost in putting it on film.” 

“Wild is the Wind” is a taut portrait 
of a mourning widower-husband’s con- 
science-stricken memory of his dead 
wife, which wreaks havoc to his life 
with his new mate, sister of his deceased 
wife, whom he has imported from Italy 
to his Nevada sheep ranch. Anna Mag- 
nani portrays Gioia, the tempestuous ar- 
rivee from Italy who soon discovers in 
her marriage to sheep-rancher Gino, 
played by Anthony Quinn, that she lives 
in the shadow of a ghost; that life is not 
what she expected because Gino cannot 
forget his first wife. Neglected and frus- 
trated, in her restlessness she becomes 
involved with a handsome young 
Basque, her husband’s ranch assistant, 
and this leads to a crisis involving all 
members of the household and just 


about every operation of the vast ranch. 





“Wild is the Wind” went before the 
VistaVision cameras on location at the 
Reno, Nevada, Airport where scenes de- 
picting arrival of the disheveled and 
travel-weary bride-to-be were filmed 
meeting the man soon to become her 
husband. The following day, the com- 
pany began two weeks of intensive loca- 
tion filming at the sheep ranch at Gard- 
nerville, near Carson City. Moody 
weather hounded the company. Snow, 
rain and clouds, plus heavy wind that 
battered men and equipment became 
familiar to the cast and crew. It was in 
such an atmosphere—never evident in 
a single scene in the picture—that cine- 
matographer Lang meticulously photo- 
graphed the scenes planned for this lo- 
cation. 

“Production problems being what 
they are today,” Lang said, “camera- 
men no longer shoot just when its sun- 
ny. With production costs today amount- 
ing to thousand of dollars per hour, a 
film company on location must be high- 
ly flexible, readily adjusting to chang- 
ing conditions and successfully meeting 
unlooked for contingencies, Photograph- 
ically, we did just that. With the day- 
light constantly changing because of the 
variable weather that prevailed, it was 
necessary to take a sort of middle road 
with exposures so that we would not 
have scenes made in bright sunlight con- 
flicting directly with others filmed in 
overcast. We made do with the weather 
at hand at all times except when it was 
storming — that is, we turned a bad 





LANG'S TYPICALLY incisive 
lighting is demonstrated in 
this scene in which Miss 
Magnani's emotions are vis- 
vally dramatized by pin- 
pointing light on her face. 
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Lang, Jr., 
ASC, has had almost every leading 
actress before his discerning camera 
lens. “‘Wild Is the Wind," like most of 
his previous pictures, was produced at 
Paramount Studio. 


OSCAR-WINNING) Charles 


weather or lighting condition into an 
advantage; we made dull days actually 
a part of the story.” 

Because days were changeable, if not 
entirely unpredictable, weatherwise, 
Lang explains, there was always the op- 
portunity to make added scenes or pick- 
up shots to match shots previously made 
say, on a bright, sunlit day. “On dull 
days, we shot scenes where this type of 
light could be used to advantage. But 
we could always be sure that more sun- 
ny days would follow,” Lang said. 

The company worked early and late, 
utilizing every minute of the daylight 
hours. “When filming a picture,” said 
Lang, “I try to keep right on shooting 
just as long as there is enough light to 
produce results in keeping with my 
standards for photographic quality.” 
This principle Lang applied with great 
care when filming the sequence of shots 
of the rancher at his wife’s graveside, 
which closely follows the opening of the 
picture. The scenes involved only An- 
thony Quinn, and the company began 
shooting late one afternoon—clear, and 
sunny, but with the sun low, producing 
slanting shadows among the lonely, 
weather-beaten gravestones. 

Because director George Cukor felt 
the dialogue in these scenes was very 
important to setting the mood of the 
story, there were a great many rehears- 
als followed by takes, and the sun was 
slipping behind the distant hills before 
Cukor was finally satisfied. Here indeed 
was a problem—how to match the next 
few shots with those made earlier in the 
afternoon in which bright sunshine and 
deep shadows clearly showed. Lang’s 

(Continued on Page 54) 
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OBLIVIOUS OF CAMERAS, golf pros play shots and gauge puts with 
same zeal they display in National competitions. Above, left, 
cameras mounted on mobile tower and on station wagon roof catch 





action as golfer hits out of sand trap. At right, three cameras focus 
on Ed Furgol as he sizes up green before putting. Golf competitions 
are not “‘staged"’ for “All-Star Golf’’ but are the real thing. 


HOW “ALL-STAR GOLF’ IS SHOT FOR TV 


Six 16mm cameras follow players from tee to green for eighteen holes 


recording variety of angle shots of golf pros in actual competition. 


By 


UNIQUE METHOD of factual cinema- 
A tography which employs six 16mm 
cameras shooting simultaneously is the 
key to the success of “All Star Golf,” 
popular TV sports series. Following suc- 
cess of the method which he used for 
shooting “Championship Bowling,” an- 
other video film series, producer-director 
Sidney C. Goltz has adapted the mul- 
tiple camera filming system to golf to 
bring fairway enthusiasts television’s 
only nationally sponsored program of 
actual match play golf in which the 
players vie for cash prizes. 

When the “All-Star Golf” pilot film 
was shot in Chicago it required two and 
one-half days to complete: camera and 
sound men shook their collective heads 
in disbelief when Goltz insisted that a 
complete match, together with three 
sync-sound interviews, could be shot in 
one day. The daily filming of the show 
is now a routine accomplishment but 
the planning and organization that made 
this possible goes back almost two years 
and covers not only the shooting prob- 
lems but the creation of a uniquely de- 
signed five-viewer editing set-up to han- 
die the mass of film in a speedy, ef- 
ficient and orderly manner. 

The six 16mm cameras—two Mitch- 
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ells and four Bell & Howell Filmos 
(three equipped with 400-ft. magazines 
and zoom lenses—grind out an aver- 
age of 20,000 feet of Eastman BGX on 
each match. A grand total of over one- 
half million feet of film was exposed 
to complete the first twenty-six shows 
of the series. Since less than two thou- 
sand feet of negative is used in each 
finally-edited 60-minute show, which in- 
cludes score boards, animated diagrams, 
and commercials, the net film consump- 
tion ratio is approximately ten to one. 
The six camera crews, five from Holly- 
wood and one from Chicago, where the 
show originates, work under director of 
photography Ralph Gerling, a young 
movie veteran of considerable experi- 
ence. 

Filming is similar to live television 
practice since no retakes are made and 
shooting continues regardless of inclem- 
ent weather or fluffs on the part of the 
narrator. No reflectors or booster lights 
can be employed since they would shine 
in the golfers’ eyes and distract, if not 
completely blind them, No shots are 
faked; everything is filmed exactly as 
it occurs and the camera crew is not 
allowed retakes nor permitted to stage 
any action—not even a closeup of a ball 
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going into the cup. While the shorter 
Par Three holes require only two set- 
ups, the longer holes require three be- 
cause of the additional approach shots. 
Filming a two-player match averages 
about fifty camera set-ups, each necessi- 
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DIRECTOR of photography Ralph Gerling (right) dis- 
cusses upcoming shot on Palm Springs course with 


(L. to R.) Alex Bradero and John Braddock. 
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tating the careful placement of six cam- 
eras. All this, plus sync-sound interviews 
before the game, on the tenth hole and 
after the match, demands the utmost 
planning and coordinated movement to 
achieve filming in one day. 

A dozen Golfmobiles, two station 
wagons and a custom built twenty-eight- 
foot hydraulic lift, costing over $4,000, 
are used to transport the crew and pro- 


vide shooting platforms. Film editor 
John Gable consults and advises on 
camera placement, thus _ eliminating 


many cutting problems on the spot. 

A Magnasync-equipped sound truck 
records both the crowd reactions and a 
running commentary. It’s Goltz’s belief 
that sound presence can only be cap- 
tured by on-the-spot recording—not by 
adding canned sound effects and _nar- 
ration later. Multi-camera technique 
plus syne-sound closely approximates 
live television methods and effectively 
imparts a vicarious “you are there” at- 
mosphere to the filmed result. While ad- 
mittedly more expensive, it is this 
“spare no expense” attitude on the part 
of executive producer DeMet that allows 
Sid Goltz and his crew to come through 
with a top quality show. Both cameras 
and sound men agree that no corners 
are cut and that everything necessary 
for obtaining the finest results is made 
available to them. This is perhaps the 
reason that Variety, in its review of the 
show, stated: “The camera work could 
hardly be better. Cameras zoom in for 
extra curricular color, facial expres- 
sions of the players, their measuring of 
the green and attitudes of the onlooker.” 

Camera angles are chosen with great 
care so that every facet of the game is 
recorded in master long shots, medium 
shots and closeups, combined with zoom 
shots to enhance the most dramatic 
plays. Careful placement of the cameras 
on one side (with the exception of the 
rear camera) prevents the golfers from 
being filmed in a “fake reverse” that 
would change their screen direction. 
While overall direction is handled by 
Goltz, director of photography Gerling 
and editor Gable have the responsibility 
of camera placement, since only they 
know what each of the cameras must 
cover individually in order that the 
necessary shots are recorded collectively. 

“We make no attempt to kill the op- 
erating cameraman’s initiative,” re- 
marked Ralph Gerling. “But, each man 
is reminded that he is part of a team 
and that unless he films his particular 
bit of the player’s action using the lens 
assigned to him that it is impossible to 
capture the complete play in a series of 
perfectly matched cuts that present the 
game in a suspenseful, dramatic and 
technically perfect manner.” 

Variety in camera angles, lens choice 
and zoom effects are injected as the 


TO EDIT films from six 
cameras, editor John 
Gable employs the view- 
er setup and gang syn- 
chronizers pictured here. 


game progresses in order to keep the 
camera work from becoming a monot- 
onous recording. On the tee-off the 
cameras may be placed in the following 
manner: a rear camera shoots back of 
the golfer as he drives off tee. Two side 
cameras: one is tight on golfer’s facial 
expression and grip and the other on a 
full shot. A fourth camera will shoot a 
front three-quarter long shot, while a 
fifth records crowd reaction. The sixth 
camera on the hydraulic lift is set up on 
the distant green. 

On the green: the high camera films 
a diagramatic master shot of the play 
while a lower camera covers matching 
closeups. Another master long shot is 
filmed from the top of station wagon 





ON THE SPOT sound is recorded by Russ 
Ashley operating Magnasync magnetic re- 
corder mounted in station wagon. Latter 
moves along with the cameras as players 
move from hole to hole. 
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at the opposite end of the green. A 
ground level camera shoots matching 
closeups from the same angle while an- 
other camera, centered between the sta- 
tion wagon and the lift, captures close- 
ups of the player’s faces. The sixth cam- 
era films crowd reactions and pick up 
shots. 

The zoom lens is effectively, and often 
dramatically, employed not only as a 
cinematic device but as aid to editing. 
Goltz insists that zooming be restrained 
and justified by the action or editing. 
“After all,” states Goltz, “that zoom 
lever isn’t a pump handle!” 

The zoom lens is sometimes used as 
a variable telephoto to hold the golfers 
constant size regardless of distance. It 
will often remain fixed when employed 
in this manner since its only purpose is 
to preserve an established image size. 
Zooming is often used to bridge con- 
tinuity gaps by having the side camera 
pan and zoom from a tee-off, or an ap- 
proach shot, toward the distant green. 
Or the rear camera, mounted high on the 
station wagon, may tilt up and zoom to 
telephoto position as the ball is driven 
toward the green. Both type shots carry 
the viewer from the golfer, in the fore- 
ground, to the more distant area, thus 
making for a smoother cut. 

Since every stroke cannot be shown 
in an hour’s time it becomes necessary 
to “telescope” or condense much of the 
game. This is done through use of ani- 
mated diagrams to cover action not 
shown photographically and is greatly 
aided by the zoom lens’ ability to bridge 
distance by zooming to the distant green 


(Continued on Page 57) 
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Perspective With A Purpose 


Apparent perspective has special applications 


in motion picture photography. 


By HARRY 


ERSPECTIVE IS DEFINED in Webster's 
P Dictionary as “The appearance to 
the eye of objects in respect to their 
relative distance and _ positions”’—which 
is as good a point as any to start a dis- 
cussion on perspective as it relates to 
cinematography. 

Because a thorough knowledge of 
perspective can greatly influence a cine- 
matographer’s ability to achieve im- 
pressive pictorial composition in scenes. 
the subject rates along with exposure. 
depth of field, film emulsion character- 
istics, ete., for special study by the 


aspiring motion picture cameraman. 

In addition to being a geometrical 
question, the appearance of perspective 
in a picture is also a psychological one. 
Perspective is altered chiefly through the 
use of lenses of appropriate focal length. 





FIG. 2—1In looking from one point to 
another the eye swivels in its socket 
and the extent of eye movement affects 
one’s judgment of distance. 
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One of the most common examples to- 
day is the way certain lenses are used 
in photographing automobiles for maga- 
zine ads or for TV commercials to en- 
hance and emphasize the long. low lines 
that characterize 1958 models. 


FIG. 3—Showing how apparert distance between two 
objects is altered by the simple expedient of using 
lenses of different focal lengths. R represents result 
with a medium long focus lens. G is result using lens 
of shorter focal length, while H represents greatly 
enlarged images secured with a telephoto lens. 
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FIG. 1—Diagrams show effect on per- 
spective when an object—a cube— is 
photographed with a one-inch lens (top) 
and a three-inch lens. Resultant pictures 
are represented at P and Q. 


Considering the geometrical aspect of 
perspective, let us take for illustration 
the outline of a cube, Fig. 1. A side 
elevation is represented by A-B-C-D. If 
this cube is photographed with a lens. 
say, of one-inch focal length, the result 


is that the horizontal lines of the cube 


will appear at c-d-a-b (top diagram) 
and the photograph will appear at P. 
Repeating the experiment with a lens 
three times the focal length (i.e., a 5- 
inch lens), in order to obtain a photo- 
graph of the cube so it appears the same 
size as when photographed with the one- 
inch lens, it will be necessary to set up 
the’ camera three times as far away; the 
result will be as shown at Q in lower 
diagram of Fig. 1. 

It will be seen that the lines in the 
photograph Q representing the edges or 
outline of the cube are now much closer 
together than in the photograph P. This 
illustrates in a simple way why the dis- 
tances between objects appear to be less 
when a scene is photographed with a 
telephoto lens. 

Two men standing, one a few steps 
behind the other, will appear to be 
standing close together when _photo- 
graphed at a distance with a long focal 
length lens; but if photographed at 
closer range with a one. or two-inch 
lens, they will appear in the picture in 

(Continued on Page 43) 
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EL-Animastand... Wa 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 


© Operates with any 16mm or 35mm camera 

© Precision alignment from 2 through 24 fields 

@ Massive main column (334” dia.) guide column 
(2” dia.) ground for accurate performance 

© Ball bearings for smooth zoom action 

© Precision machining thruout with .001 accuracy 

© 60” zoom; 24” east /west, 18” north /south travel 

© 360° Rotational table; precise locking action 

© 4 counters calibrate compound; zoom movements 

© Twin heavy-duty rods support rigid, counter- 
balanced camera faceplate 

® Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

© Acme registration “Standard of the Industry” 

© Heavy welded steel base 

© Wt. 850 Ibs.; Ht. 9 ft. : 

















Only $2995 


CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure fescribing 
many adaptations of the TEL-Animastand 


Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Beeing Airplane Co., Wichita, Kansas 

California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxton’s River, Vermont 
Holland-Wegman Productions, Buffalo, N. Y. 
Sandia Corporation, Albuquerque, N. M. 

Telefects, Inc., New York, N. Y. 

TV Spot Service, Cedar Rapids, lowa 

UNESCO (Aid to India), Paris, France 

University of California, Livermore, Calif. 
Veterans Administration Hospital, Topeka, Kansas 


Viguie Film Productions, inc., Santurce, P. R. 
Photographed at 
Telefects, Inc., N. Y. C. t 


ad F Departaman Save of the Motion Pictare Industry m 
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FIG. 1—Arri 1000-ft. blimp with all doors open, showing Arriflex 35 camera equipped 
with 1000-ft. magazines. Extreme silencing is a salient feature of blimp. 


New Arri 


“35° 1000-f. Blimp 


Addition of new soundproof blimp and 1000-ft. 


magazine converts 35mm Arriflex to an 


efficient studio production camera. 


BY FREDERICK 


I b- COMPACT and popular Arriflex 
35mm camera, until now considered 
chiefly an auxiliary hand-held camera 
for making shots where a larger camera 
could not be used, becomes a_ full- 
fledged production camera for sound 
stage or location use with addition of 
the new Arri Blimp and 1000-foot mag-. 
azine. 

The first 35mm Arriflex appeared on 
the market about 20 years ago. Manu- 
factured in Germany, it was the first 
motion picture camera _ incorporating 
the mirror-reflex type shutter which per- 
mits focusing and viewing through the 
taking lens — even while the camera is 
running. 

From the very beginning, the Arriflex 
35 was planned as a “system” camera. 
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That is, its use and application could be 
extended by the addition of accessories. 
The advent of the Arri Blimp completes 
the long-planned complement of acces- 
sories, and for the first time makes this 
efficient little camera adaptable to the 
most rigid demands of major, industrial 
or technical film producers. 

The new Arri Blimp had its first pub- 
lic showing recently before members of 
the American Society of Cinematogra- 
phers in Hollywood. Here it was exam- 
ined and carefully evaluated by the 
toughest critics in the industry — the 
major studio cinematographers. The 
consensus was that it had a brilliant fu- 
ture ahead, that it filled a vital need of 
cameramen everywhere. 

Like its smaller brother, the 400-foot 
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blimp introduced earlier, the 1000-foot 
model is designed to accept any recent 
model 35mm Arriflex, and it requires 
but a few minutes to convert this cam- 
era to a production camera and vice 
versa. 

To combine the Arriflex 35 with the 
1000-foot blimp, the regular DC hand- 
grip motor is removed and replaced by 
the standard Arri synchronous motor, 
The combined unit is then placed inside 
the blimp where it rests on rubber 
blocks provided for sound insulation. 

The Arri 35 thousand-foot blimp is 
designed to accept the standard 1000- 
foot Mitchell film magazine. For this a 
special adapter is first mounted on the 
magazine before it is attached to the 
camera. Otherwise, no other modifica- 
tion is required on the magazine proper, 
nor are any tools required to mount the 
adapter. The latter carries the sprocket 
magazine mouth of the regular Arriflex 
35 magazine on its lower side, while the 
upper part is attached to the magazine 
and secured by means of a knurled 
screw and spring latch. These two com- 
ponents are connected by a flexible bel- 
lows. An important innovation provides 
for the magazine to virtually carry its 
own weight; while it is placed on the 
camera like any standard Arriflex mag- 
azine, it does not rest directly on the 
camera but instead on rubber buffers 
extending out from the interior blimp 
walls, The two sprockets of the maga- 
zine adapter are driven by the camera, 
while the magazine takeup spindle is 
driven by a separate torque motor which 





FIG. 2—Arrow points to buckle switch, an 
optional feature, but vital where blimp is 
employed with Arriflex 35. Switch automat- 
ically stops camera motor in case of film 
jam or when end of film passes by. 
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FIG. 3 


Arri 35 Blimp closed. View from operating side. 
Knob for adjusting geared detachable matte box 


Latch for closing magazine door 
. Carrying handle 

Adjustable matte box 

Latch for closing front port 


. Follow-focus knob with detachable handle 
Tape measure hook (located in film plone) 


PONS RON~ 


10. Magnifying eyepiece with foam rubber cup 
11. Pilot light 

12. Remote diaphragm contro! 

13. Latch for main door 


is located inside the blimp and con- 
nected to the magazine by a belt. 

The through-the-lens focusing and 
viewing feature of the Arriflex 35 is, of 
course, retained and functions with the 
blimp in place. The regular camera door 
with finder optics is replaced with a 
special door and the blimp has its own 
optical system which connects to the 
camera. The magnifying eyepiece on 
the rear of the blimp is fitted with a 





FIG. 5—View of camera inside blimp, show- 
ing focusing and exposure scale bands (far 
left) which are visible through window when 
door is closed. 


Window for observing distance and diaphragm scales 


. Studs for mounting Mitchell type finder (where desired) 


Carying handles 


. Cable connection 
. Line fuse 


10. Spirit level 
11. On-off switch 


. Film footage window 





FIG. 4 


Arri 35 1000’ Blimp. Rear-Side View 


. Pneumatic dampers make blimp cover close gently. 
. Latch for torque motor accessory door 


. Window for observing second diaphragm and distance scale band 
. Additional folow-focus control 
‘Telephone dial’’ for turning motor and shutter by hand 


12. Rear (3rd) follow focus control knob 


13. Tachometer window 


flexible rubber eyecup and foam-plastic 
cushion which affords comfortable view- 
ing. A feature is that the eyecup can be 
easily washed, providing a measure of 
sanitation where camera is used alter- 
nately by a number of persons. An aux- 
iliary finder, such as the Mitchell or the 
Ceco, can be attached externally to 
blimp door where desired, for which 
mounting studs are provided. 


When the blimp is used with the Ar- 
riflex 35, both focusing and exposure 
adjustments may be controlled exter- 
nally. A large knob located on the front 
left of the blimp (12, Fig. 3) actuates 
the lens diaphragm. Three different 
knobs are provided for focusing—one 
each on the front left and right side of 
blimp (7, Fig. 3, and 5, Fig. 4), and 
one at rear of blimp as shown at 12 in 
Fig. 4. These handy controls enable the 
camera operator to accomplish follow 
focus, when desired, unaided by an as- 
sistant — thanks to the continuous 
through-the-lens viewing feature. To 
further facilitate follow-focus, a detach- 
able handcrank is available which may 
be attached to either of the side focus- 
ing knobs. 





To aid the camera operator or assist- 
ant in setting and controlling both the 
lens diaphragm and focus, large detach- 
able scale bands are provided on which 
footage and f/ stop marks may be pen- 
ciled as a guide (Fig. 5). These bands 
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are observable through a window (6, 
Fig. 3) on left side of blimp. The scale 
bands are individually calibrated for 
each lens and are changed as required 
to match the taking lens. 

Another salient feature of the Arri 
blimp is the extra large rectangular 
front port fitted with a panel of optical 
glass. The port is sufficiently large to 
permit use of wide-angle lenses such as 
the 18mm Taylor-Hobson-Cooke or the 
20mm Schneider Cinegon. The use of 
blimp and camera for anamorphic pho- 
tography has been anticipated, and an 
accessory permitting use of anamorphic 
lenses within the blimp will soon be 
available, according to Kling Photo 
Corporation, U. S. distributors of Arri 
equipment. 

Further external features include 
matte box with leather bellows (4, Fig. 
3) which attaches to front of blimp. It 
is adjustable by means of geared struts; 
its depth measures 4” when collapsed. 
and 12” fully extended. This range of 
adjustment permits the matte box to be 
used with lenses of all sizes, from tele- 
photo to extreme wide-angle. Two 
grooves are provided in the front frame 
of matte box to accept masks and mattes, 
while inside the blimp two filter frames 
are provided for standard 3”x3” glass 
filters. 

Of further convenience to the cam- 
era operator when shooting are the two 

(Continued on Page 46) 
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For every location 


—FROM THE FROZEN NORTH TO 


Pros depend on 


$42.50 with PAR 56 Bulb 
$48.05 with PAR 64 Bulb 


Maurer 16mm Camera 

A professional camera with features that cameramen dream about. 
High-powered direct view focus; largest erect-view viewfinder 

ever made; controls and indicators conveniently placed: clear glass 
reticle permits greater magnification. Incorporates a revolutionary 
intermittent movement that produces perfect registration. 


Spectra Professional Exposure Meter 
Ultra sensitive meter with foot candle 
and direct reading f-stop scale, disk, grid. 
Hand calibrated for absolute accuracy. 
With 12 slides and carrying case: $97.50. 
Weston, GE, Walz, and Kelvilux meters 
in stock. 


SALES ° 





Colortran Grover Masterlite Convertable— 
The newest in professional lighting. 
Holds either PAR 56 or PAR 64 
Bulbs in a PyReEX SEALED BEAM unit. 
Weighs only 5 Ibs. and equals 
performance of a 5000 watt bulb 
with just a PAR 64 500 Watt and 
converter. Consumes less than 10 
amperes current at 3200° Kelvin! 


CECO Aluminum 
Split Apart Reeis— 


SERVICE 





Y-Vaglil-> amis) 


The most versatile professiona 
16mm camera in the world. In 
cludes three-lens DIVERGENT 
turret, registration pin move 
ment, side pressure rail, and 
quickly interchangeabl 
motors. Has a mirror reflex 
system to permit viewing an 
focusing through taking len 
while camera is in operatior 
Viewfinder shows parallax 
corrected right-side-up image 
Accepts 100 ft. daylight load 
Tale My oleloli- mms lileMclaa-tt tela ae-10 
ft. magazines. 


A fast and inexpensive way to wind 
film from reel to core, or reel to reel. 
Threaded core for quick locking. New 
low prices. 


16mm reel: 400’ — $3.75 
35mm reel: 1000’ — $6.20 
174%2mm reel: 400’ — $4.75 1200’ — $6.75 


1200’ — $6.30 


Additional Products 


Camera Equipment Company offers 
the world’s largest and most com- 
prehensive line of professional cam- 
eras, accessories, lighting and editing 
equipment. The quality product isn’t 
made that we don’t carry. See our 
Splicers — exposure meters — projec- 
tors — screens — marking pencils and 
pens — editors gloves — editing ma- 
chines, racks, barrels, and tables - 
stop watches, 
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THE SUN-DRENCHED TROPICS— 


When “location” is just a cab-ride away, 
it’s comforting to know that CECO’S 

vast storehouse of sales and rental 
equipment is at your disposal. 








But when you have to journey to the 
North Pole or to the South American 
jungle, it’s even more important to depend 
on CECO for cameras, dollies, lights, 
generators and a host of other equipment 
that will perform under severe 

climatic conditions. 


After you've compiled your list, check it 
out with CECO. We have outfitted 
hundreds of crews for location, far and 
near. Our wide experience can save you 
time, money and needless grief. 


You owe it to your career as a film maker 
to use CECO service for sales, rentals, 
repairs—and experience. 
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35MM Professional Film Viewer— 


wind Makes film editing a breeze. Easy threading, portable, will not 
me fl scratch film. Enables editor to view film from left to right on Magnasync Magnaphonic Sound Recorder Mark ixX— 

New | large 6” x 4%” brilliantly illuminated screen. Sound Reader and/or 

j Counter can be easily attached. Available in 16mm model. The perfect answer to the needs of oti film producer, 
35mim PROFESSIONAL FILM VIEWER $500.00 16mm Model $350.00. large or small. It is compact, lightweight and distortion—free. 
$6.30 Academy & SMPTE Specification. No royalties. 
16mm, 35mm & 17%2mm models available. 

$6.75 


Professional Jr.* Tripod on CECO 3-Wheel 
Collapsible Lightweight Dolly— 


The newest Pro Jr. Tripod features su- The 3-WHEEL DOLLy collapses into 
per smooth action and simple camera compact shape. The JUNIOR weighs only 
attaching method; telescoping pan han- 15% Ibs.; the SENIOR weighs 18 Ibs. 
fers dle with adjustable angle; special pan Any tripod can be easily attached. Ball 
ite tension knob; cast-in tie-down eyelets; bearing, locking rubber tired casters with 
om- self-aligning double leg locks. indexing device. 
‘am- ‘ , . 
~ , Price $150.00 Junior $99.50 Senior $150.00 
iting 
isn’t 
our 
»jeCc- 
and ZUCKER 
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Hollywoods Globetrotting Cameraman 


During his career that has spanned more than thirty years of cinematography, Charles 
G. Clarke, ASC, has traveled farther and shot more film in foreign countries than 
He’s presently in Japan for 20th Century-Fox, 


any other studio cameraman. 


filming “The Townsend Harris Story.” 


By 


HAT ANTHONY EDEN is to England, 
W ond John Foster Dulles is to this 
country, Charles G, Clarke, A.S.C., is 
to Twentieth Century-Fox studio. When 
there’s something to be taken care of 
abroad, Charlie Clarke is the man sent 
to do it. His travelling bags are never 
quite unpacked when he returns home 
to his comfortable dwelling in Beverly 
Hills, because he knows the next tele- 
phone call may suddenly terminate the 
brief re-union with his family and he'll 
be on his way again the following day. 

I encountered Clarke for the first 
time recently in Japan. He was direct- 
ing the photography of Twentieth Cen- 
tury-Fox’s production of “The Town- 
send Harris Story,” which reportedly 
is to be re-titled “The Barbarian” be- 
fore it is released. Actually, the bulk of 
the picture’s scenes are scheduled to be 
shot in Japan, with the interior filmed 
at the Eiga Film Studio in Kyoto. Be- 
cause this studio has no background 
projection equipment, there will be no 
process shots in the picture and it is 
understood that it will be entirely edited 
in Japan. 
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“The Townsend Harris Story,” which 
stars John Wayne, is a picturization of 
the historic struggle of Townsend Harris 
to establish an American Consulate in 
Japan—the first of a western power to 
be set up there. John Huston is direct- 
ing the production and Clarke is photo- 
graphing it in CinemaScope on Eastman 
Color negative. Shooting is expected to 
continue until February. 

In discussing with Clarke the prob- 
lems which he had encountered thus 
far in shooting in this far away foreign 
land, he shrugged them off as nothing 
more than other veteran cinematograph- 
ers had encountered when shooting away 
from the studio. 

“Nevertheless,” Clarke said, “foreign 
location shooting tests the mettle of any 
cameraman. For one thing, he must be 
ever ready to cope with sudden changes 
in production plans, and especially with 
unfamiliar and unpredictable weather. 
In Hollywood, we know that if the day 
starts with a foggy overcast, it generally 
blows over by noon so that we have 
bright sun to work with in the after- 
noon. Here in Japan, as I have so often 
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encountered elsewhere, the weather per- 
forms differently. One never knows 
quite what to expect. We meet this situ- 
ation by trying to make do with what- 
ever light condition we encounter— 
semetimes a real problem when you're 
shooting in color.” 

When I visited Clarke the first day. 
the company was assembled near a hill- 
side farmhouse, waiting for an overcast 
sky to clear. (It was a scene where sun- 
shine was essential). Director Huston 
was making good use of the interval to 
rehearse a Japanese comedian—a giant 
Sumo wrestler, and American actor 
Sam Jaffe for a comedy sequence. Be- 
tween rehearsals, Clarke discussed cam- 
era angles with Huston. By the time the 
sun finally broke through the clouds, 
an entirely different bit of action was 
filmed than had been planned for the 
morning. 

While waiting for the sky to clear, 
Clarke fell to discussing the effect of 
unlooked-for weather on film produc- 
tion. “We often make good use of over- 
cast days for shooting ‘day-for-night’ 
scenes, I personally prefer to make such 
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shots this way because on overcast days 
there are no sharp shadows to destroy 
the illusion.” he said. “A difficulty in 
making ‘day-for-night’ shots this way,” 
Clarke continued, “is trying to maintain 
the right balance between daylight and 
the artificial light that must be used 
additionally as daylight begins to fade 
in the late afternoon.” Clarke had only 
recently completed a sequence of “day- 
for-night” shots on the Izu peninsula on 
the east coast of Japan, where several 
important sequences for the production 
were filmed. 

Another problem which always exists 
in shooting on distant foreign locations, 
Clarke said, is matching the light from 
shot to shot and from interior to ex- 
terior where you don’t have the advan- 
tage of daily “rushes” for reference. 
Although “rush” prints of each day’s 
shooting were sent to the company from 
Hollywood, these invariably arrived too 
late to be of value as a day-to-day check 
on the camera work. Only a cinematog- 
rapher of Clarke’s vast experience could 
cope successfully with a problem of this 
kind, and the fact that he is the man 
the studio invariably sends when there’s 
shooting to be done in some distant 
land indicates that his batting average 
is pretty high. 

Clarke demonstrated how important 
it is always to be ready for the un- 
expected. While the company was shoot- 
ing a scene depicting the landing of 
Townsend Harris from an_ off-shore 
American ship—a scene which involved 
some five hundred natives working as 
extras—a large school of porpoises ap- 
peared off shore. An event of this kind 
meant “meat on the table” for the vil- 
lagers. They suddenly forgot their act- 
ing roles and scurried to their boats 
lying on the beach. Within minutes they 
were rowing out into the surf in quest 





























WITH THE 20th Century-Fox camera tilted over to viewing position, director of photog- 
raphy Charles G. Clarke, ASC, lines up shot through camera lens for scene for “‘The Town- 
send Harris Story,” now being filmed in Japan. On far side of camera is his operator 
Till Gabbani. 


of the mammals, 

Director Huston, instead of being dis- 
mayed by the natives’ sudden action, 
saw the story possibilities in it and 
quickly instructed Clarke and his cam- 
era crew to cover the action with their 
cameras. Clark sent his operator Till 
Gabbani out in one of the small boats 
with an Eclair Camerette with instruc- 
tions to film close up action of the 
natives’ pursuit of the porpoises. Back 


PHOTOS AT left show 
Clarke's camera crew shoot- 
ing scenes in Japan for 
“Townsend Harris Story.” 
In third photo camera op- 
erator perches perilously 
behind camera mounted on 
platform in front of boat 
to shoot landing scenes for 
the hundred-year-old saga 
of an American Consul. 
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on shore, the large CinemaScope camera 
captured the action in long shots as the 
Japanese skillfully herded the porpoises 
toward shore like so many cattle. Huston 
hopes to integrate this footage into the 
picture for added human interest value. 

One of the more formidable challen- 
ges which this exciting photographic 
assignment posed for Charlie Clarke was 
filming the burning of a small native 
village, which had been especially con- 
structed by studio set-builders. Clarke 
had two of his cameras mounted on 
specially constructed dollies, which 
could be quickly rolled back in the 
event the flames swept toward the cam- 
eras too quickly after shooting started. 

All of the forty-six set lighting units 
the company brought along from Hol- 
lywood were set up for this sequence. 
So that the blaze could be kept safely 
under control, a crew of fifty Japanese 
firemen along with several fire trucks 
stood by with hoses posed for action. 
First they were cautioned that in event 
they had to go into action, not to allow 
water to fall on the hot globes of the 
lighting equipment, which would cause 
them to explode. 

When both cameras were in position 
and ready to roll, the fire was lit. The 
chief problem here was exposure. After 
the fire was started, it would be too late 
to calculate exposure with a meter, The 
cameras had to be “rolling” as the fire 

(Continued on Page 54) 
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CONTRASTED HERE are two types of backgrounds used in major motion 
picture production: In above photo, background projection is employed 
to provide portion of composite scene in which hunter, crouching at left, 
stalks leopard in background scene. Photo at right shows scene without 


action in background, therefore requires no process. 


painted backdrop is used. 


Instead, realistically 


The Science of Process Photography 


How background projection—one of the industry's most extensively 
developed sciences—is utilized to avoid costly 


location shooting in feature film production 


NE OF THE MOST highly-perfected of 
i petiedhers sciences is that of back- 
ground projection and process photog- 
raphy, which is employed in nearly 
every major feature film production to- 
day. Because of this science, many im- 
portant scenes that ordinarily would 
have to be filmed in distant locales are 
shot in process within the studio at 
considerable saving in costs. 
A scene of a hunter bringing down 
a leopard is filmed at close range, 
thanks to the science of process, which 
makes it possible to project a picture of 
the animal in natural habitat (filmed 
earlier) on a transparency screen within 
a few feet of the camera. The camera- 
man is thus able to photograph both 
the hunter and projected background to- 
gether so the two components of the 
scene appear on the negative as having 
actually been shot on location. (See 
photo above.) 
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By JOE HENRY 


A closeup shot of two canoeists navi- 
gating turbulent rapids in a stream 
could not be satisfactorily photographed 
on location; but the same shot is a cinch 
to accomplish on the process stage in 
front of a transparency screen on which 
a realistic motion picture of turbulent 
rapids is projected from the rear. The 
canoeists, moving in a pond of water 
before the screen, can be better lighted 
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and photographed than would be pos- 
sible where a similar shot is attempted 
on a stream on location. And it is pos- 
sible to photograph in the studio such 
atmospheric shots as a couple strolling 
a familiar Parisian boulevard, simply 
by projecting a motion picture of the 
orienting street scene on a transparency 
screen, before which the actors walk on 
a moving treadmill. In each case. of 











TYPICAL SET-UP for process photography. Background projector (far right) throws BG scene 
on translucent screen (center) before which actor plays role—all of which is photographed 
by camera at far left. Tilting of screen and slight misalignment of projector eliminate 


“hot spot" in screen image. 
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FIG. A 


SHOOTING UP OR DOWN on a transparency screen involves many 
problems. Cinematographer John Alton, in his book ‘Painting With 
Light,”” proposes the process stage arrangement illustrated above as 
a means of easily achieving angle shooting in process photography. 
In Fig. A, stage is level for normal process filming. 


course, the camera is so set up as to 
avoid inclusion of any part of the 
process staging equipment which would 
reveal the scene as process. 

Each year usually sees some import- 
ant new development in the science or 
equipment employed in process photog- 
raphy. One of the most important per- 
haps, is the triple-head, double-frame 
background projection setup developed 
at Paramount Studios in Hollywood un- 
der the guidance of Farciot Edouart, 
A.S.C., head of the studio’s transpar- 
ency department. (See photo below). 
The three projectors employed were de- 
veloped by Mitchell Camera Corpora- 
tion. One machine projects directly to- 
ward rear of the process screen, while 
the machines at either side project du- 
plicate images on front-surfaced mir- 
rors, which in turn direct them toward 
the process screen. This equipment is 
employed where the background picture 
is large and in color. One projector 
alone could not do the job because it 
could not project the picture with sufh- 
cient brilliance; with three machines 
projecting simultaneously an image of 
the same picture precisely superim- 
posed, one over the other, picture bril- 
liance is consequently multiplied and 
becomes adequate for the requirements 
of process photography in color. 

Process shots employing background 
projection of a motion picture are used 
only when there must be some move- 
ment or action in the background; oth- 
erwise, where a_ special background 
must be incorporated into a scene, it is 
generally provided by a painted back- 
drop or cyclorama, a one-piece trans- 
lucent screen carrying a huge photo- 
graphic blowup and illuminated from 
the rear, or projected on a process 
screen by means of a slide. 

The making of process shots in Holly- 
wood studios is a task usually executed 
by a special department set up for this 
type of work. Often the director of pho- 
tography assigned to the picture will not 
have a hand in making the process shots 
at all. Indeed, many studio cinematog- 





In B and C, from an elevation. 


raphers have yet to photograph their 
first process shot, although they may 
shoot the background “plates,” which is 
the term applied to footage shot espe- 
cially for background projection. Even 
this requires a special talent and under- 
standing of the whole process procedure. 

A basic work unit for process consists 
of the following: 

1) Motion picture camera with inter- 
lock motor. 

2) Translucent projection screen. 

3) Background (BG) projector hav- 
ing interlock motor. 

4) The background “plate” or film. 

On the sound stage or in the trans- 
parency department, where the process 
shot is to be made, the BG projector is 
set up some distance behind the trans- 
parency screen. From this position it 
projects the BG plate. In front of the 
screen, the camera records the com- 
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MOST ADVANCED process equipment is this double-frame, triple-head background projector 


FIG. C 


stage is tilted to afford desired camera angle for action at hand— 
ideal where it is desired to shoot up at background plates such as 
those of high buildings, clouds, aircraft in flight, mountains, etc., 
or down on appropriate background plates purposely photographed 


posite scene before it, which usually 
consists of the scene on the screen plus 
any players, props or scenery placed be- 
fore it. (See diagram on opposite page. ) 

The interlock motors on both camera 
and projector insure that shutters of 
both machines open and close simul- 
taneously. If they did not, a distracting 
flicker plus blank frames would occur 
in the finished picture. Exact synchron- 
ism between the two machines is there- 
fore essential. 

Another important detail is the posi- 
tioning of the camera so it will not pick 
up a “hot spot” on the screen, In the 
set-up illustrated in the diagram, there 
is an intentional angle of “misalign- 
ment” between projector and camera 
which eliminates the “hot spot.” 

It sometimes happens that the picture 
projected on the screen appears bright- 

(Continued on Page 56) 
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set-up at Paramount Studio. Designed under supervision of Farciot Edouvart, ASC, (seated) 
to meet needs of studio's VistaVision process, achievement won an Academy Technical Award 


for Paramount's engineers in 1956. 
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most 16mm cameras. 


EASILY MOUNTED before lens, fader remains there during all 
shooting. A two-stop allowance in exposure is required to com- 
pensate for light absorption by polarizers used in device. 





FIRST PRACTICAL mechanical fading device for 16mm cameras 
is this Wollensak fade and dissolve maker which can be used on 
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Wollensak Fading And 
Dissolving Device 


Employing polarization, this efficient mechanical 
gadget makes fades and dissolves in the camera 
with professional quality. 


By ARTHUR 


ae AND LAP-DISSOLVES, perhaps, 
are the most frequently employed of 
all effects in cinematography. Today, 
such effects in professional 16mm and 
35mm film production are usually made 
in the film laboratory at the time of 
printing. However, there was a time 
when making fades and dissolves was 
part of the cameraman’s job, and he 
made them in the camera as shooting 
progressed. Many movie amateurs do 
the same thing today, using a number 
of different methods. And camera-made 
fades and lap-dissolves are cutting costs 
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for many producers of TV film commer- 
cials and business films where the time 
element is a dominant factor. 

For these film makers, a new device 
recently introduced by Wollensak Opti- 
cal Company, Rochester, N. Y., should 
prove of more than ordinary interest. It 
is the Wollensak Cine Fader, which is 
attached to front of the camera lens and, 
with the press of a button, produces 
fades of professional quality, accurately 
timed, in a period of 31% seconds. 

The device employs two polarizing fil- 
ters, one passing before the other when 
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activated by a spring drive set in mo- 
tion via a cable release extending from 
the fader. What happens is that the light 
entering the lens is polarized and grad- 
ually diminished (for a fadeout) dur- 
ing the 90-degree rotation of the polar- 
izing filter. A fadein is made by revers- 
ing the procedure—causing the rotary 
polarizer to gradually increase the 
amount of light passing through the lens 
and reaching the film. 

The rotary polarizer is activated by a 
built-in, constant torque spiral spring 
that is wound, as required between 
fades, by turning the front, ratchet-con- 
trolled element of the fader, similar to 
winding a watch. When released by fin- 
ger pressure on a standard cable release 
that is part of the device, the spring im- 
parts a uniform rotary motion to one of 
the polarizer discs. In winding the fader 
for and during use, a few back-and- 
forth movements of the winding ring 
are sufficient to re-vitalize it so that five 
complete fading cycles can be achieved 
before winding again becomes neces- 
sary. 

One polarizer is mounted in a fixed 
position within the fader housing, while 
the other rotates with the arbor of the 
activating spring. Where uniform mo- 

(Continued on Page 59) 
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SNOWTIME MOVIE MAKING 


Low temperatures and high reflectivity of snow 


pose problems for the inexperienced cameraman. 


By JOHN 


HE CHIEF PHOTOGRAPHIC problems of 

filming in the snow are both caused 
by the intense reflectivity of the white 
surface. Inevitably the sunlit expanse of 
a snowy scene throws an immense 
amount of light into the camera lens— 
and into your exposure meter, too, Often 
it will shoot the meter’s needle com- 
pletely off the scale, leaving you guess- 
ing as to how to expose your film. Prob- 
ably the best technique of exposure- 
metering in snowy weather is the “arti- 
ficial highlight” method. By this means 
an artificial highlight in the form of a 
white card having a matte surface is 
used with an ordinary photo-electric ex- 
posure meter to obtain matched face 
tones. In taking such readings, find the 
largest stop number (i.e., smallest ex- 
posure value) which the combination of 
meter and highlight card can be induced 
to give in the prevailing light condition. 


FORBES 


The second problem is that of con- 
trast between the brilliant white snow 
and the darker people, shadow-areas, 
and so on. This can be controlled, how- 
ever, so don’t let it deter you. First of 
all, follow the old photographic rule: 
expose for the shadows, and let the high- 
lights take care of themselves. Take 
your meter reading on that part of the 
scene which is most important—usually 
the people, or in some cases, a shaded 
area rather than the strongly-lit snow. 
And it is a very good idea to use some 
sort of filtering which will help reduce 
the contrast, too. A neutral-density fil- 
ter (fairly heavy) is excellent if you’ve 
nothing in your scene which calls for 
color-filtering, or if you’re using Koda- 
chrome. Otherwise, for panchromatic 
films, use a 5N5, which is a combina- 
tion of an Aero 2 and a .50 Neutral 
Density, which is very extensively used 





SNOW REFLECTS LOTS OF LIGHT! Blue sky and white snow team up to produce a photo- 
graphic light that is more bive than that of summer. Then there's the blue ultraviolet light 
frequently found in snow vistas, especially at high altitudes. Here, filters are the answer. 
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by professionals for controlling contrast 
in snow-scenes. If you’re shooting snow- 
scenes at high altitudes, by the way, 
avoid the heavier filters—red ones es- 
pecially—as they'll only increase con- 
trast, and at high levels the thinner, 
clearer air often makes even a light filter 
correct the sky rather heavily. 

Normal sunlight exposure for Koda- 
chrome Film—any time, any place—is 
{/8. A wide expanse of snow on a bril- 
liant day . . . scenes in which individual 
humans are less important than s-p-a-c-e 

. . calls for {/11. If your figures are 
close to the camera and you want them 
right, even if the snow’s a bit “over,” 
shoot at midway between f/11] and f/8. 

Here’s another pointer. Blue sky and 
white snow team to produce a light that’s 
more blue than that of summer. You can 
correct it, if you wish, by shooting 
through a Kodak Skylight Filter, This 
filter will likewise soak up much of the 
also-blue ultraviolet light frequently 
found in sun-snow vistas, especially at 
high altitudes. That’s with Daylight Ko- 
dachrome Film! But if you prefer to 
shoot with Type A Kodachrome Film 
together with a Kodak Daylight Filter 
for Kodak Type A Color Film, you al- 
ready have a film-filter combination that 
will both color-balance this indoor film 
for outdoor use and also absorb ultra- 
violet light. 

As it is almost impossible to shoot 
pictures during an actual blizzard, ex- 
cept with Tri-X film, you can produce 
an excellent substitute by shooting your 
“snow-storm” scenes in a surface wind, 
that is, a wind that is drifting the snow 
along the surface of the ground and up 
to abort three feet in height. 

Wheu working in really cold regions, 
you may encounter a problem like pho- 
tographers often face in the Arctic- 
the effect of extreme cold on the camera 
and its lubricants. It's a good idea to 
check with the manufacturer of your 
camera to learn what is the lowest tem- 
perature recommended for the oil with 
which it is lubricated. If you expect to 
be shooting in yet lower temperatures. 
have all the oil removed and then re- 
lubricate the camera mechanism with 
special oil that has been tested for ex- 
treme low temperatures. The camera 
manufacturer can advise you on this: 
also, the U. S. Weather Bureau has a 
special oil they use on their instruments 
in the Polar regions, and which is excel- 
lent for cameras, 

Next—and this applies to some extent 
regardless of whether you're in extreme- 
ly cold regions or just normally cold 

(Continued on Page 46) 
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FOR A HAPPY PRESENTATION 


The joy of accomplishment is a universal happiness. 
Especially in the case of a film which is your creation, born 
out of hard work and careful planning. 


Because Precision’s staff of specialists adds its own 
creative efforts to yours by the use of specially designed 
equipment, and by careful handling and intelligent timing— 
you might say we are fellow creators, working with you 

to bring out all you’ve put into the original ...Yes, 

and maybe more! 


So, when you turn those 16mm dreams into 
realities, be sure to call upon Precision for the accurate, sound 
and exact processing your films deserve. 

Remember: Precision is the pace-setter in processing 

of all film. No notching of originals—scene to scene 
color correction, optical track printing, 

all are the very best ...35mm service, too! 
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21 West 46th Street, 


In everything, there is one best .. . in film processing, it's Precision 
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New York 36, New York 
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NEW 
ARRIFLEX 
16 


The only 16mm camera providing through-the-lens 
focusing and viewing during exposure, electric motor 


drive. Matte box, cables 
16mm Xenon f/1.9 lens 
25mm Xenon f/1.5 lens 
75mm Xenon f/2 lens 


Zoomar lens 1” to 3° £/2.8 for Arriflex . 


Arriflex, Model 16 Tripod 


$1725.00 
$170.00 
$170.00 
$200.00 
$579.00 
$175.00 


MAGNASYNC X-400 RECORDER 


A complete sound system that weighs only 27 Ibs.! 
Features high gain “‘long-shot"’ microphone channel. 
Dialog equalization for ‘‘speech-music’’ selection. 





Self-contained play- 
back system for 
‘*film-direct’’ moni- 
tor. Famous Magna- 
sync ‘‘synkinetic’’ 
precision film trans- 
port. High speed re- 
wind, sync speed re- 
verse and fast for- 


rangement for ‘‘sync 
marking.”’ Footage 
counter, extended ca- 
pacity arms, ‘‘quick- 
detach” mount for 
special motors. Un- 
conditionally guar- 
anteed! . . $985.00 
Magnasync M-8 
speaker, amplifier, 
and accessory case, 

$110.00 


4-position mixer, high level mixing w/442” 
Vumeter mounted incase. . . $395.00 





BOLEX H-16 
REFLEX 


Through the lens viewing 
and focusing while 
shooting. 


The movie camera that gives you 
professional quality framing your 
eyes see exactly what your lens does 
Precision triple turret camera. Vari 
able speeds. Turret for three lenses 
Parallax corrected down to 18 inches 
Critical focusing from above camera 
with 1/19 lens $419.50 





BOLEX 16mm LENSES 


Pan Cinor 70 1/2.4 lens, focusing from 
172 feet to 70 feet . 
Pan Cinor 100 1/3.4 lens, focusing from 
25 feet t> 100 feet 
Switar 10mm w. w. 1/1.6 FM 8” to inf 
* mount. Visifocus 49.50 
Switar 16mm wa. 1/18 FM 8” to int 
Cc” mount. Visifocus 
Switar 25mm 1” 1/1.5 FM 19° to inf 
Visifocus 115.00 
Yvar 100mm 4” /3.3 tele. 4-power maz. 
nificafion. Focuses 8’ to inf $89.50 


Yvar 16mm w. a. 1/2.8. Focuses 1° to int 
C” mount. Visifocus 


nt focus s 

Switar 25mm 1” 1/1.4. Focuses 14" to 
int, “C" mount : 

Switar /1.4 SOmm 2” tele. lens. Ultra 
high speed. Focuses 3’ to inf. $969.50 
var 150mm 6” f ele. lens. 7%” 
length. FM 10° to inf. with case $145.75 


ward. Convenient ar-* 


Prices subject to change 





without notice 


PRECISION SOUND READERS 





COLORTRAN JUNIOR KIT 


Here, in one handy package, you have 
the equivalent illumination of 3000 
watts of current from a 15 ampere fuse! 
Compact kit fits any car, contains 
everything you'll need for perfect 
lighting . . . a studio in a suitcase! 
includes 2 Groverlite heads with 8 
foot aluminum stands. All units have 
barn doors and diffusion slots for 
light control . .« $208.50 


SENIOR KIT — produces equivalent of 


Simple threading . . . polished stabilizer 
drum with needle bearings, with a surface 
which cannot damage film. Film rollers ma- 
chined to conform with SMPTE standards, 
and equipped with oilless bearings .. . 
precision — shafts . . . dimensions 
6” x 6” x 742”. 

Amplifier: 117 volts—60 cycle—A.C. Power 
output—4 watts. — duty Alnico V 
speaker . . . safety fused,. . . prefocused 
socket .. . pilot light . . . 6 ft. heavy duty 


cord. 
Optical Model 600 — 16mm and 35mm 
$185.00 


Magnetic Model 700—16mm, 17.5mm, 35 
mmand % inch. . .. . . $198.00 


” Optical-Magnetic Model 800— 16mm, 35mm 


and 1% inch . ‘ . $259.50 
Optical Sound Reader Model 650 RL 
+ « & & «-« ».«..< woe 








5000 watts illumination from a 30 


ampere fuse 


SPOT KiIT—Contains 3 spotlights with 
a Broad or Junior, plus 4 stands. Snoots 
and diffusion for spots 









AURICON 
CINE-VOICE II 


16mm sound-on-film 
movie camera with pro- 
fessional heavy-duty 
3-lens turret. Operates 
from house current or 
car battery. Available in 
a choice of models to 
suit a variety of filming 
requirements ....$795.00 


CINE-VOICE | 


-j] dete} .¢-miev.¥ ia. 7. 
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$276.50 


$313.25 


AURICON PRO-600 


16mm optical-sound-on- 
film; self-blimped; sync 
motor drive for single or 
double-system recording; 
Electromatic take-up, 
film-flow without friction 
clutches or belts. Various 
combinations of accesso- 
ries available. $1165.00 


AURICON “SUPER-1200” 


16mm sound-on-film 
camera (self-blimped) 
with 3-lens turret for ‘'C’’ 
mount lenses. 1200 ft. 
capacity for 33 minutes 
recording time. $3319.25 














































AURICON PAN-TILT profes- 
sional tripod, wgt. 27 Ibs. 
$325.00 


AURICON PRO-200. Was $1,495.00 -Now—Used $995.00 
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PERSPECTIVE WITH A PURPOSE 


(Continued from Page 28) 


approximately the same relationship as 
they actually were when photographed. 
(See Fig. 3). In the same way, the 
effect of ‘perspective induced by specific 
lenses will influence the way scenic or 
compositional elements will appear. The 
landscape beyond a foreground of trees 
in a scene will appear to be further 
away, when photographed with a wide- 
angle lens, than when shot with a three- 
inch telephoto lens. 

Still, this phenomenon is not the whole 
story. Look again at the resultant pic- 
tures P and Q in the illustration of the 
cube in Fig. 1. If these diagrams had 
been placed before you without any 
explanation, what would you have made 
of them? One might perhaps imagine 
both to be pictures of cubes; but P 
might be misinterpreted as a truncated 
pyramid while Q might be imagined a 
flat plane with bevelled edges. Or again. 
they might be considered nothing more 
than a pattern on paper. 

The fact is that when solid objects are 
projected onto a flat surface the eye and 
mind cannot perceive any idea of solidi- 
ty or size of the object without the 
exercise of imagination and reference 
to the sizes of known things. Consider 
the photographer who is shooting a pic- 
ture of a tall cliff and places a man 
beside the cliff as a visual means of 
comparison. Without this reference the 
resultant scene might easily be mistaken 
for a miniature. 

Consider again the instance of the two 
men, one standing slightly behind the 
other. as shown in Fig. 3. But first refer 
again to Fig. 1 and imagine B-C is the 
nearer man and A-D the farther. Pho- 
tographing the two men with a long 
focus lens, the resultant image will be 
something like F in Fig. 3, with the man 
at the rear appearing ‘about three-quar- 
ters the size of the man ahead of him. 
This illustrates how perspective and the 
use of the right lens can be employed 
in a scene to put emphasis on a certain 
character or to diminish the aspect of 
another for dramatic emphasis or any 
other reason. By photographing the same 
men in the same position with a lens of 
shorter focal length, the man at the rear 
will appear about one-half the size of 
the man in front, as shown at G in Fig. 
3. (Note how this result compares with 
that at point a-d and b-c in Fig. 1.) 

To consider further, suppose now that. 
with the camera in the same position 
- when photographing the two men in 

7, Fig. 3, a lens of longer focal length 
is used. The result will be as shown at 
H. While the relative sizes of the images 
of the two men will be in the same 
ratio as in illustration G, both will ap- 
pear much larger. In still photography 


the same result could be attained by | 


enlarging the picture G. 
After studying the results of using 


three different lenses to get the images 
F, G, and H, the reader will agree that 





| 
| 


the two men at G appear to be standing | 


farther apart than at H. This is a peculi- 
arity (the more distant objects in the 
picture appearing to have come nearer) 
you can test for your self. The small still | 
camera snapshot is notable for the way 
it exaggerates distance. This exaggerated | 
effect can also be demonstrated by hold- 
ing a photograph before you, then grad- 
ually bringing it closer to one eye. The 


effect of changing perspective becomes | 


| 


more apparent when the picture gets | 
very close to the eye, and in this position | 


a magnifying glass (short focus lens) 
must be used to keep the picture in 
focus. And the nearer the picture is 
moved toward you, the less appear the 
separation of planes within the picture. 

Why is this? When you see the pic- 


ture on paper you cannot readily de- 


termine the exact size of objects with the | 
scene without some orienting object of | 


known size also being there as a means 
of reference. In the example in Fig. 3, 
we have a picture of two men (H). We 
know the size of the average man from 
experience but we do not know how 
much the two men are separated in the 
picture. So the eye instinctively jumps 
the gap and tells us that the second man, 
whose image registers a certain size on 
the eye’s retina, must therefore be so 
many feet distant from the first. The 
eye regards the nearer man as ten feet 
away, and, as the farther man appears 
half the size, he must be approximately 
twenty feet farther back. (Actually, they 
are but ten feet apart.) 

Now if we consider example G and 
regard it from the same distance as the 
other, the image of the nearer man will 
appear to our eye about the same size 
as the distant man in example H. But 
since in the smaller picture the distant 
man registers about half-size on the eye’s 
retina, we therefore assume he must be 
about forty feet to the rear of the first 
man. The distance between the two men 
thus appears to have increased, al- 
though both photographs are geometric- 
ally correct. The distances given are, of 
course, for the purpose of explanation 
and are quite arbitrary. 

The explanation given here is a vari- 
ant of the psychological idea of “con- 
stant size.” When the eye receives 
images of different size, it does not re- 
gard the objects as being of normal or 
smaller size. It assumes that they are 


| 
| 
| 


of similar size and that one is farther | 


away than the other—the measure of 
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Distance is not important .. . 
Quality and Fast Service ARE. 
We supply both. 
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« Editing 
* Processing 


« Printing, Color and 
Black-and-White 


* Magnetic Laminating 
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the distance being governed by experi- 
ence, 

Psychologically, in order to see a pic- 
ture in correct perspective it is  there- 
fore necessary that the images reaching 
the retina of the eye be of the same size 

the same as they would have appeared 
if the eye had observed them from a 
position alongside the camera that pho- 
tographed them, This can also be done 
where the picture is viewed at a dis- 
tance equal to the focal length of the 
camera lens. Where the picture is en- 
larged, as on the motion picture screen, 
the viewing distance becomes the focal 
length multiplied by the magnification 
factor of the enlargement. 

While this rule is broadly correct, it 
is not the whole story, as will be found 
from personal observation, The eye and 
the camera lens do not work in exactly 
the same way. With the eye, the size 
of the image on the retina changes as 
the focus of the eye changes. With the 
camera, while the lens remains station- 
ary, with an all-embracing vision, the 
eye sees clearly only one point at a 
time. In looking from one point to an- 
other within a scene or vista, the eye 
must swivel and the extent of the eye's 
movement must have some effect on the 
judgment of distance. A rather extreme 
example is illustrated in Fig. 2. Here 
A-B is twice the distance of C-D. But 
the eye does not turn in the arithmetical 
ratio of 2-to-l, for the angle A-E-B is 
more than half that of C-A-D. 

Apparent perspective has special ap- 
plications in cinematography where we 
are dealing not with still objects at set 
distances so much as with moving ob- 
jects. We have seen how a long focal 
length lens compresses the appearance 
of distance. Therefore an object moving 
forward across that distance will appear 
to travel more slowly than normal. A fa- 
miliar example of this are newsreel 
shots of race horses coming down the 
home stretch where the horses, even 
though running at top speed, appear to 
make slow progress toward the wire. 

Conversely, where it is desired to ex- 
aggerate the speed of an object moving 
forward from the rear of a scene, such 
as an approaching train, the effect can 
be gained by using a short focus lens on 
the camera. The effect is sometimes en- 
hanced further by undercranking the 
camera. 

As stated earlier, the matter of per- 
spective in a scene or picture is—in ad- 
dition to being a geometrical question— 
also a psychological one. END. 


Compared with the $88 per hour cost 
of film, which can be used only once, 
the per-hour cost of recording programs 
on video-tape is only $1.50 to $3.00 per 
hour, according to Minnesota Mining 
and Mfg.. video-tape manufacturers. 
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STANDARD EQUIPMENT 

on world-famous Mitchell 35mm and 
16mm cameras for professional cine- 
matography. “85% of the motion pic- 
tures shown in theatres throughout 
the world are filmed with a Mitchell” 





... professional standard 
for 35mm and 16 mm 
cinematography 


——V HOLLYWOOD 


TELEVISION 
; ca- MILITARY 


, a INDUSTRIAL 


us“ 


TECHNICAL 
COMMERCIAL 


More professional footage is filmed with Baltar 
than with any other lens. It will pay you to keep 
this in mind on your next important assignment. 

Order from your professional camera manufac- 
turer, or WRITE to Bausch & Lomb Optical Co., 
30025 Martin St., Rochester 2, N. Y. 





academy of Motion Picture Arts and Sciences 
Honorary Award for Optical Service to the Industry 


BAUSCH 6 LOMB 


om fas 


©A.M.P.A.S. 













COMPLETE MOTION PICTURE EQUIPMENT 


RENTALS 


FROM ONE Source 


CAMERAS 
MITCHELL 


lémm 

35mm Standard 

35mm Hi-Speed 

35mm NC + 35mm BNC 


BELL & HOWELL 


elemental 
LIGHTING 


Mole Richardson 
Bardwell McAlister 
Colortran 

Century 

Cable 

Spider Boxes 

Bull Switches 


EDITING 


Moviolas + Rewinders 
Tables + Splicers 
Viewers (CECO) 


GRIP EQUIPMENT 
Parallels « Ladders 
2 Steps + Apple Boxes 


Standard «+ Eyemo * Filmo 


ARRIPLEX 

lémm + 35mm 

WALL 

35mm single system 
ECLAIR CAMERETTE 
36mm « 16/35mm 
Combination 
AURICONS 

all models single system 
Cine Kodak Special 
Maurer « Bolex 

Blimps «+ Tripods 
DOLLIES 

Fearless Panoram 
McAlister Crab 
Platform * Western 
3-Wheel Portable 


2000W -750W 


Barn Doors 
Diffusers 
Dimmers 
Reflectors 








Automatic Daylight Processing 


DEVELOPING TANK 


* Processes up to 400 Ft. 

* 8mm-l6mm-35mm 

* Movie—X-Ray—Microfilm 
* Motor driven portable 

* Tough plastic tanks 

* Uniform Density Assured 
* 70mm tank also available 


FILM DRYER 
e Motor driven—Heated 
* Speedy drying 
* Automatic shrinkage allow 
ance 
Stainless steel and 
aluminum construction 
* Easily assembled without 
a tools 
* Compact, Portable 
Guoronteed. Write for Free Literature 
487.14 


Micro Record Corp. ,s-" *. 


acon, N.Y. 

















U. S. Registered Trademark 


HANDY DISK COMPUTER GIVES 
READY ANSWERS TO FILM PROBLEMS 
At a glance gives an- 
swers to such questions 
os: What is screening 
time for  l6mm_ or 
35mm film of a given 
length? How long must 
a film be to screen for 
a certain period of 
time, frame count? etc. 
A MUST FOR EVERY- 
ONE WHO MAKES MO- 
TION PICTURES 
$2.00 Prepaid 
(Delivered in U.S.A.) 
At your dealer, or write— 
READY-EDDY, Sandy Hook, Conn. 
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Strong ARC-Trouper 
10 Amps 110V AC 5000W- 


CECO Cone Lites 
(shadowless lite) 
Gator Clip Lites 


ZOOMAR 35mm 
WE SHIP VIA AIR, RAIL OR TRUCK 


Serims + Plags 

Gebo Stands 

Complete grip equipment 
SOUND EQUIPMENT 
Magnasync-magnetic film 
Reeves Magicorder 

Mote Richardson Booms and 
Perambulators 


Portable Mike Booms 
Portable Power Supplies to 
operate camera and recorder 





FRANK C. ZUCKER 


(+ AMERA EQUIPMENT Gals 


Dept. A 
New York 36, N. Y. 


315 West 43rd St., 
JUdson 6 -1420 


NEW ARRI BLIMP 


(Continued from Page 31) 


observation ports in rear of blimp (9 
and 13, Fig. 4) which enable him to see 
the footage counter and tachometer, 
both of which are illuminated by a tiny 
lamp within the blimp when latter is 
connected to the power source, A mech- 


anism that resembles a telephone dial in 
appearance permits camera operator to 
turn camera motor, shutter and film 
transport manually when threading film 
in the camera and for focusing when 
camera is not running. 

The camera motor switch is so ar- 
ranged that it energizes the magazine 
torque motor in advance of the camera 
motor, and also after camera is stopped 
in order to take up any film slack be- 
tween the film transport mechanism and 
the magazine. A pilot light mounted on 
one side of camera indicates, when pul- 
sating, that camera is running and oper- 
ating satisfactorily. 

The Arri 1000-foot blimp is probably 
the only one which provides unlimited 
access to camera; in addition to the 
front port, which swings open on its 
hinge (See Fig. 1), three additional 
doors are provided: the main side door 
permits mounting camera within the 
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blimp along with the syne motor, and 
facilitates threading film. The large 
door on top (which is shown open in 
Fig. 1) affords access to the film maga- 
zine, permits its insertion or removal. 
Pneumatic hinges prevent this door 
from slamming shut accidentally. The 
third or rear door affords access to in- 
terior for connecting torque motor drive 
belt to magazine. 

In designing the blimp, Arri_ engi- 
neers employed the newest developments 
in acoustical engineering. The housing 
is die-cast of magnesium alloy, This is 
lined with ten alternating layers of 
sound absorbing materials consisting of 
goat skin, foam plastic and sheet lead. 
Over this is a finishing cover of grey 
corduroy fabric. Sponge rubber is em- 
ployed throughout for damping sound 
or providing insulation. Heavy rubber 
gaskets surround the edges of all doors 
and doorways, Neither the camera not 
any of its accessory parts within the 
blimp contact the blimp walls, but are 
floated on sponge rubber buffers. Result 
is almost 100% suppression of camera 
noise. 

Use of the blimp with the Arriflex 35 
makes a buckle switch desirable. Where 
the camera is purchased complete with 
1000-foot blimp, this feature is installed 
in the camera. It can also be added later 
by the New York service department of 
the distributor, The switch is located 
over the lower loop, as shown in Fig. 2. 
so that in event of a film jam er when- 
ever end of a roll of film passes the 
switch, the camera motor is automat. 
ically stopped. At the same time the ex- 
ternal pilot light stops pulsating. indi- 
cating that the camera has stopped run- 
ning. 

Net weight of the blimp with the Ar- 
riflex 35 and syne motor, but without 
magazine, is 115 lbs. Overall dimen- 
sions are: length, 31 inches; height. 21 
inches; width, 15 inches. Price of blimp 
complete with all accessories is $3.995. 





SNOWTIME MOVIE MAKING 


(Continued from Page 40) 


ones—remember that when you take a 
camera from a warm room or a heated 
automobile into the cold outside air, any 
moisture on camera or lens will freeze 
and cause the moving parts of the mech- 
anism either to become sluggish, or per- 
haps not to operate at all. If the mois- 
ture is on the lens it will form ice and 
ruin exposures, 

So it is always well to warm your 
camera before going out into extreme 
cold weather, thus baking out the mois- 
ture. This can be done with the aid of a 
heat Jamp. When you return from the 


(Continued on Page 48) 
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Practical @ Dependable 


R. C. MERCER & COMPANY 


4241 Normal Ave., Hollywood 29, Calif. 
NOrmandy 3-9331 











Convert Your Auricon 
Sey TO 600-FT. 


$295.00 


Complete With Magazine 
® Camera can be used 
without magazines. 
® Used coast-to-coast in 
TV work. 

® Coming soon! 1200-ft. 
magazines for only 
$495. 


GREAT LAKES MOTION PICTURE SERVICE 
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Like New — Fully Cuaranteed 
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Produce moonlight and night effects 
in daytime « fog scenes « di focus 
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P.O. Bex 46834, Hollywood, Calif. 
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SNOWTIME MOVIE MAKING 


(Continued from Page 46) 


outside air to warmer room tempera- 
tures, camera and lens may “sweat” as 
the moisture in the warmer ait con- 
denses on the cold metal and glass parts. 
This may continue until the camera is 
the same temperature as the room. Be- 
fore shooting any interior scenes, under 
such conditions, all camera equipment. 
including the lens, should be carefully 
dried. 

On a camping trip, it is a good idea 


_ to keep camera and film outside all the 


time, in a safe container. Some Arctic 
cameramen keep their cameras outside 


at all times, except when they have to 
make interior scenes or overhaul the 
cameras. Special canvas bags are used 
so they slip completely over the camera 
and tie around the tripod-legs to keep 
out the snow. 

Another thing—when working in ex- 
tremely cold temperatures, wear silk 
gloves. They may not be so warm, but 
they ll give you almost the same free- 
dom you'd have working with bare 
hands, and save you the painful experi- 
ence of having your fingers stick to the 
cold metal of the camera. 





PHOTOGRAPHIC 


ASSIGNMENTS 


(Continued from Page 18) 


@ Frank Puitups, “Navy Log.” * (Gallu 


Prods.). Sam Gallu, director. 

@ Puitip Tannura, ASC, “The People’s 
Choice,” * (Norden Prods.) with Jackie 
Cooper and Pat Breslin. Jack Cooper, 


director. 


@ Water Strence, ASC, Duz commercial* 
(Filmways Hollywood, Inc.) Herb Greene, 
director. 


GOLDWYN STUDIOS 


Bropine, ASC, “The Loretta 
* (Lewislor Prods.) with 
Richard Morris, director. 


@ Norsert 
Young Show.” 
Loretta Young. 


INDEPENDENT 


@ Evuis Carter, ASC, “Grey Ghost” * 
(Lindsley Parsons Prods.) with Tod Andrews. 
Harold Schuster, director. 


@ Danie. Fapp, ASC, “Kings Go Forth” 
(Frank Ross-Eton Prods. for UA release) 
with Frank Sinatra, Tony Curtis and Natalie 
Woods. Delmer Daves, director. 


@ Cuartes Lance, ASC, “Separate Tables” 
(Hecht-Hill-Lancaster for UA release) with 
Rita Hayworth, Deborah Kerr and David Niv- 
en. Delbert Mann, director. 


ASC, “The Flame Bar- 
rier” (Gramercy Prods. for UA release) with 
Kathleen Crowley and Robert Brown. Paul 
Landres, director. 


@ Gayne Rescuer, ASC, “Cinemiracle Ad- 
venture” (Louis de Rochemont Cinemiracle 
Prods.) L. de Rochemont III, director. 


@ Kart Srruss, ASC, “Machete” (J. Howard 
Odell Prods. for UA release; shooting in 
Puerto Rico) with Mari Blanchard and Albert 
Dekker. Kurt Neumann, producer-director. 


“Russell Hayden Presents”* 
Prods.). Oliver Drake, 


@ Bos WEILER, 
(Russell Hayden 
director. 


KLING FILM PRODS., CHICAGO 
@ Davin Savitt, ASC, “Swing 'N Sell” (East- 
Norge Sales Corp.) Bill Stewart, 


director: “Across the Board” (Eastman color: 


JANuARY, 1958 


photographed in New 


Richard Hertel, di 


Westinghouse Corp.: 
Jersey and Penna.) H. 


rector. 

KTTV STUDIOS 
@ Sruart THompson, ASC, “Lassie” * 
(Robt. Maxwell Prods.) with Jon Provost 


and Cloris Leachman. Phil Ford, director. 


LINKLETTER PLAYHOUSE 


@ Aran Stensvoip, ASC, “People Are Fun- 
ny”* with Art Linkletter. Irv Atkins, direc- 
tor. 


McGOWAN STUDIOS 


@ Brypon Baker, “Sky King” * with Kirby 
Grant and Gloria Winters. Various directors. 


@ Hat McAtpin, “Death Valley Days.” * 
S. E. McGowan, director. 


METRO-GOLDWYN-MAYER 


@ Georce Perinat, “Tom Thumb” (Galaxy 
Picts. Prod.; shooting in England) with Russ 
Tamblyn and Terry Thomas, George Pal, 
director. 


@ Lester Suorr, ASC, “Union Pacific,” * 
(Calif. National Prods.) with Jeff Morrow. 
Sobey Martin, director. 


@ Witttam Spencer, Jr., “The Thin Man” * 
with Peter Lawford and Phyllis Kirk. Oscar 
Rudolph, director. 


@ Rosert Surtees, ASC, “The Law and Jake 
Wade” with Robert Taylor and Richard Wid- 


mark. John Sturges, director. 


@ Harotp Wetiman, ASC, “Northwest Pas- 
sage”* Jacques Tourneur, director. 


MOTION PICTURE CENTER 
@ CuHaries Burke, “This Is Alice” 


Prods.) with Patty Ann Gerrity. 
Salkow, director. 


* (Desilu 
Sidney 


@ Henry Cronyacer, “Sheriff of Cochise”* 
(Desilu Prod.) with John Bromfield. Harve 
Foster & P. Gilfoyle, director; “Whirlybirds”* 
(Desilu Prod.) Havre Foster and R. G. 


Springsteen, director. 
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MOVIOLA 


FILM EDITING 
EQUIPMENT 
16MM - 35MM 





—PBO SOOO 


@ PICTURE 
SOUND 
Photo and 
Magnetic 


@ SYNCHRO. 
NIZERS 


@ REWINDERS 


One of the 
new series 20 
Moviolas for 
picture and 
sound 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. 
1451 Gordon St . Hollywood 28, Celif 
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400-Foot 
Conversion 


FINEST conversion 
on the market to 
day. Convert your 
Auricon Cine-Voice 
or Pro to a fine 
camera that will 
handle ful! 400 feet 
of film with perfect 
jom - free, wow - free 
operation. Includes 
Veeder-Root footage 
counter, filter slot 
and holders, phone 
jack in comero and 
complete refinishing 





. Finest Workmanship . . . 


Quick Service . . 


Mitchell or Bell & Howell Magazines. 


Write for Pictures and Complete Details 
GORDON YODER 
PROFESSIONAL CINE PRODUCTS 
6055 Ridgecrest Rd., Dallas, Texas 








BOLEX ACCESSORIES 


For H8 and HI6 cameras: 

Bottery Camera Drive e@ Time-lapse Timer ® Lens 

Extension Tubes @ Alignment Gage @ Turret Lever 

Third Turret Stop ©@ Turret Filter Slides @ Comero 

Base * Lens Control! Handle * Complete Factory 
Parts & Service 


For H16 Cameras Only: 


Variable Shutter ©@ Split-Frame Mask ®©@ Sync 
Camera Drive ©@ 400-Ft. Magazine © Sound 
Sprockets 


VARIABLE SHUTTER FOR HI6 REFLEX 
Write today for Iilustrated Catalog 


STEVENS ENGINEERING CO. 


2421 Military Ave., Dept. A 
West Los Angeles 64, Calif. 














Message To A Man 
WITH SOMETHING TO SELL 


Makers Of Films 


AMERICAN CINEMATOGRAPHER reaches all! 
fields of 35mm and l6mm motoin picture 
production— 

Major Hollywood Studios 

Television Film Producers 

industrial Film Mokers 

Educational Film Producers 

Amateur Movie Makers 

Film Laboroteries 

Foreign Film Producers (80 countries) 
Why be satisfied with anything less? 
Write The Editor For Advertising Rates 
1782 Ne. Orange Drive, Hollyweod 28, Colif. 
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@ Maury Gerrsman. ASC, “The Walter Win- 
chell Show.” * (Desilu Prods.) with Walter 


Winchell. 


Various directors. 


@ Roverr pe Grasse, ASC, “The Eve Arden 
Show”* (Westhaven, Inc.) with Eve Arden. 
S. Berns, director; “The Danny Thomas 


Show™* (Desilu Prods.) with Danny Thomas. 
Sheldon Leonard, director. 


@ Sip Hickox, ASC, “Date with the 
Angels,” * (Desilu Prods.) with Betty White. 
James Kern, director; “December Bride,” * 
(Desilu Prods.) with Spring Byington and 
Frances Rafferty. Fred de Cordova, director; 
“Lucille Ball and Desi Arnaz Show™ * with 
Lucille Ball and Desi Arnaz. Jerry Thorpe, 
director. 


@ Roperr Pirracx, ASC, “The Californ- 
ian,” * (Desilu Prods.) with Adam Kennedy. 
Byron Haskin, director. 


@ Howarp Scuwartz, “Wyatt Earp,” * (De- 
silu' Prods.) with Hugh O'Brian. Frank 
MacDonald, director. 


@ Witttam Sxautt, ASC, “The Real Me- 
Coy’s,” * (Brennan Westgate Prods.) with 
Walter Brennan. Hy Averback, director. 


@ CHartes Srraumer, “Adventures of Jim 
Bowie.” * (Jim Bowie Int.) with Scott 
Forbes. Archainbaud and = Anton 
Leader, directors. 


George 


@ Joe Novak, ASC, “Official Detective”* 
(Desilu Prods.) Lee Sholem, director: “Meet 
McGraw”™* (Desilu Prods.) with Frank Love- 


joy. Various directors. 
PARAMOUNT 


@ H. Boces. .“Rock-A-By Baby” (York Prods. 
VistaVision: Technicolor) with Jerry Lewis 
and Marilyn Maxwell. C. C. Coleman, direc- 
tor. 

( Vista- 


@ Rosert Burks, ASC, “Vertigo” 


Vision; shooting in San Francisco), with 
James Stewart and Kim Novak. Alfred 
Hitchcock, director. 

@ Georce Ciemens, ASC, “Sally”* (Caul- 


ross Prods.) with Joan Caulfield. William 
Asher, director. 


@ Eviswortu Frepricxs, ASC, “Maracaibo” 
(Theodora Prods.) with Cornel Wilde and 
Jean Wallace. Cornel Wilde, producer- 
director. 


@ Loyat Griccs, ASC, “The Buccaneer,” 
with Yul Brynner, Charlton Heston and Inger 
Stevens. Anthony Quinn, director. 


@ Jack Hivpyarp, “Another Time, Another 
Place” (Kaydor-Lanturn Prods.) with Lana 
Turner and Barry Sullivan. Lewis Allen, 
director. 


@ Ernest Laszito, ASC, “Space Children” 
(VistaVision) with Michel Ray, Jackie Coo- 
gan and Peggy Weber. Jack Arnold, director. 


@ Jack Warren, ASC, “The Colossus of New 
York” (VistaVision) with Mala Powers and 
Otto Cruger. Eugene Lourie, director. 


PARAMOUNT SUNSET 


@ Jack MacKenzie, ASC, “State Troopers” * 
(Revue Prods.) with Rod Cameron. Various 
directors. 


@ Harry Neumann, ASC, “The Court of Last 


Resort”* (Walden Prods.) with Lyle Bettger. 
Various directors. 


7 JANUARY, 1958 


REPUBLIC 


@ Enpwarp Corman, ASC, “Dragnet,” * 
(Mark VII Prods.) with Jack Webb and 
Ben Alexander. Jack Webb, director. 

@ Arcun Dauzert, “Restless Gun”™* (Window. 
Glen Prod.) Ed Ludwig, director. 


@ Burt Giennox, “M. Squad™* 
Prods.) David Rich, director. 


, 
(Revue 


@ Hers Kirxearrick, “Wagon Train” * 


Revue Prods.). Various directors. 


@ Bens. Kuine, ASC, “Wagon Train”* (Re- 
vue Prods.) Earl Bellamy, director: “General 
Electric Theatre”* (Revue Prods.) James 
Nielsen, director: “Wells Fargo”* (Revue 
Prods.) Earl Bellamy. 


@ Reccere Lanning, “Suspicion™* (Revue 
Prods.) James Nielsen, director: “The Mil- 
lionaire”* (Don Fedderson Prods.) Al Green, 
director. 


@ Lionet Linpon, ASC, “Alfred Hitehecock 
Presents”* (Revue Prods.) H. Dougherty, 
director: “Heinz Studio 57°* (Revue Prods.) 
John Brahm, director; “Suspicion”* (Revue 
Prods.) J. Bricken, director. 


@ Jack Marra, “Maybe Smith” (Gannaway 
International) with MacDonald Carey and 
Audrey Totter. Vance Skarstedt, director: 
“The Man Who Died Twice” (Ventura Prods. ) 
with Rod Cameron and Vera Ralston, Joe 
Kane, director. 


@ Ray Rennanan, ASC, “Jack Benny Show”* 
(Revue Prods.) with Jack Benny. Don Weis, 
director: “Suspicion”* (Revue Prod.) Ray 
Milland, director; “Heinz Studio 57°* (Re- 
vue Prods.) Jerry Hopper, director. 


@ Joun Russert, ASC, “Bachelor Father”* 
(Bachelor Prods.) with John Forsythe. Jerry 
Hopper, director: “The Millionaire’* (Don 
Fedderson Prods.) Jerry Mayer, director; 
“Jayne Wyman Theatre”* (Revue Prods.) 
with Jane Wyman. Al Miner, director; “M. 
Squad”* (Revue Prods.) Don Taylor, direc- 
tor; “General Electric Theatre”* (Revue 
Prods.) Al McCullough, director. 


@ Wittiam $ Sickner, ASC, “Bachelor Fa- 
ther’* (Bachelor Prods.) with John For- 
sythe. Jerry Hopper, director: “Leave it to 
Beaver”* (Gomaleo Prods.) Norman Tokar, 
director: “Soldiers of Fortune”* (Revue 
Prods.) Don Weis, director. 


@ Mack Srencier, ASC, “The Millionaire”* 
(Don Fedderson Prods.) James Kern, direc- 
tor; “Schlitz Playhouse of Stars”* (Revue 
Prods.) John Brahm. director: “Restless 
Gun”™* (Window-Glen Prods.) Ed Ludwig. 
director. 


@ Evuis THackery, ASC, “Restless Gun”* 
(Window-Glen Prods.) Ed Ludwig, director: 
“M. Squad”* (Revue Prods.) Robert Altman, 
director, : 


RKO-PATHE 


@ Georce Diskant, ASC, “Alcoa-Goodyear 
Theatre”* (Four Star Prods.) Robert Florey. 
director; “Mr. Adams & Eve”* (Bridget 
Prods.) with Ida Lupino and Howard Duff. 
Richard Kinon, director. 


@ Russett Hartan, ASC, “Richard Diamond 
Private Detective”’* (Four Star Prods.) Tom 
Gries, director. 


@ Joe Novak, ASC, Ford commercial* Ro- 
bert Florey, director. 
(Continued on Page 53) 
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DOLLIES 


Fearless and 
Raby Panoram 
Dollies 

Crab and 
Western 


GRIP 
EQUIPMENT 


MacTon Turntable 
for Cars and 
Displays 

Mole Richardson 
Boom and 
Perambulator 
Parallels 

Ladders and Steps 
Scrims and Flags 


Dots and Stands 


Write or Wire 
for 
Catalog and 
FREE 
ESTIMATES! 


One Call for all You Need 


in 
LIGHTING EQUIPMENT RENTALS 





ANYTIME, ANYWHERE 


For quick service, expert advice 
and one low price for equipment, 
installation and removal, call on 
one of the nation’s largest suppliers 
of temporary lighting facilities— 
Jack Frost. His lighting equipment 
inventory is unexcelled. Below are 
just a few of the many items 
available for quick delivery 
whenever and wherever needed. 


PORTABLE POWER 
EQUIPMENT 


LIGHTING 


Complete M. R. Incandescent Equipment 


AC and DC Generators 15 Amps to 1500 Amps 
(Truck or Caster-mounted) 

Portable Transformers—Dry and Oil 

Portable Substations 


M. R. Intensity Arc Equipment 
Dimmer Equipment 250 W-10,000W 








Scoops 
Reflectors 
Bullboards 
Cable 











JACK A. FROST 


Dept. AC 


234 Piquette Ave., Detroit 2, Mich. 


Canadian Office: 
41 Kipling Ave., South, Toronto, Ontario 
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Allan Haines 
Charles Handley 
Robert Hansard 
Ted Hirsch 
Wilton R. Helm 
Emery Huse 

G. Carleton Taunt 
Donald Hyndman 
Ray lohnson 

W. F. Kelley 

John I. Kowalak 
Wilson Leahy 
Sidney Lund 

John Th Mawnard 
Lewis L. Mellor 
Garland €. Misener 
Peter Mole 
Hollis Moyse 

O. W. Murray 
Capt. Don Norwood 
Stacey O'Brien 
Val E. Osborne 
lohlin Pistor 
Harry E. Pratt 
Wim. J. Reddick 
H. W. Remerscheid 
Robert Riley 
Loren Ryder 
Vaughn C. Shaner 
Henry L. Siceardi 
Norwood |... Simmons 
Sidney P. Solow 
Earl Sponable 
John J. Swain 
Randal Terraneau 
Lou Vincent 

Wm. J. Wade 
lack W ebb 
HONORARY MEMBERS 
E. O. Blackburn 
Wm. J. German 
David MacDonald 


G. A. Mitchell 


Riehard F. Walsh 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page Ww) 


e Gry Ror, ASC, “Dick Powells Zane Grey 
Theatre (Four Star Prods.) with Dick Po 
vell. James Sheldon, director Trackdown” 
(Four Star Prods.) Don MeDougall, director. 


@ Witau Skane, ASC, “Richard Diamond 
Private Detective (Four Star Prods ) Lee 


lason, director, 


HAL ROACH STUDIOS 


@ Epwarp Frrzcernatp, ASC, “The Gale Storm 
Show.’ * with Gale Storm. Wm. Seite: 
dire tor 

@ Paurt. Iwano, “Telephone Time,” with 


lohn Nesbitt. Various directors. 





Note: 


The television productions in the listings 


in this column are indicated by asterisks 


vais canes ee tutu LOOKING FOR ONE-STOP 
i ead corm We Gmm TECHNICAL SERVICE? 


color shooting 


enon ascnoan ose, oto Soot TELEFILM DOES EVERYTHING! 


Frederick” (CinemaScope) with Gary Cooper 
and Suzy Parker. Philip Dunne, director, 

















No more rushing of unfinished film from facility to facility...no 


s “Gang War” (Reg: see : oa 
ae on “Ke o "1 os “ee = a more headaches from divided technical responsibility! Telefilm 
ni ms = s P a un aes Heli” gives you everything under one roof...with personalized 
ae ENT) oar Sareeven: on supervision at every step: 


(Reeal Films Prod.). with Brian Keith and 
Color duplicating 


Richard Denning. Chas. W. Denning, director © Sound recording ° 
¢ Re-recording e Reduction printing 
UNIVERSAL-INTERNATIONAL 2 ae pein. © Titles— animation 
inematography , ce 
~ Editing Sram: e Black & white printing 
@ Anricr Artinc, ASC, “Kellogg commer e Workprint e Black & white laboratory 
eial® Jaek Daniels, director: Mercury and . - * ‘ 
e Edgecoding e Fireproof vault 


Marlboro commercials* Wil Cowan, director. 

@ Wistaw Daniees, ASC, “And Ride A This complete integration means closer quality control, faster 

Viger” (CinemaScope) with June Allyson delivery. Air shipment cuts transit time. For a free estimate on 
your job, just write or phone. 


and Jeff Chandler. Helmut Kautner, director. 
6039 Hollywood blvd. 


@ James Droveur, Ford commercial* Joe TE LE r : LM Hollywood 28, Calif. 


Swavely, director: Kelloge commercial* 
James Sherwood, director. [sw con ep onare co | Telephone HOllywood 9-7205 








A leading 16mm motion picture technical service since 1938 


@ Invinc Guassperc, ASC, “Twilight for the 
Gods” (Color shooting in) Hawaii). with 
Rock Hudsen and Cyd Charisse. Joseph 
Pevnev, director, Mereury commercial lack 





Daniels. director. 


P R Oo F E S S I Oo N A L 
MATTES ¢ INSERTS @ FADES ¢ DISSOLVES © WIPES © SUPERIMPOSURES 


¢ SPECIALIZED TITLES ¢ 


OPTICAL EFFECTS R M EF R C FE KK & Cc Gg CinemaScope 
ay bad B & W or Color 


35 and 16mm 
ESTABLISHED 1928 


PHONE OR WRITE FOR FREE SPECIAL EFFECTS CHART & INFORMATION 
4241 NORMAL AVE., HOLLYWOOD 29, CALIF. e NOrmandy 3-933] 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 53) 


@ Harotp Lipstern, ASC, “Never Steal Any- 
thing Small” (CinemaScope & Color) with 
James Cagney and Shirley Jones. Charles 
Lederer, director. 


@ Russet. Merry, ASC, “There’s a Time to 
Love,” (CinemaScope & Color; shooting in 
Germany) with John Gavin and Lisa Pulver. 
Douglas Sirk, director. 


@ Warren Srrence, ASC, Coca-Cola com- 
mercial*® Wil Cowan, director. 


WARNER BROS. 


@ Westey Anperson, Gallo Wine commer- 
cial* Pete Monahan, director. 

“Cheyenne”* with 
Crosland, director: 
Hutchins, Pete 


@ Cart Bercer, ASC, 
Clint Walker. Allen 
“Sugarfoot”* with Will 
Adreon, director. 


@ Josern Brroc. ASC, “Born Reckless” with 
Mamie Van Doren and Jeff Richards. How- 
ard W. Koch, director. 


@ Josepn Brun. ASC, “Across the Ever- 
glades” (Shulberg Prods.: Eastman color: 
shooting in Florida) with Christopher Plumb- 
er and Gypsy Rose Lee. Nicholas Ray, di- 
rector, 


@ Artuur Feinper, ASC, Ford and Kellogg 
commercials* Pete Monahan, director: Kaiser 
Aluminum commercial* Various directors: 
Ford Thunderbird commercial* Robert Lar- 
sen, director. 


@ Perry Finnerman, “Colt 45”* with Wade 
Preston, Various directors. 


@ H. F. Koenexamp, ASC, Kellogg commer- 
cial* Pete Monahan, director. 


@ J. Peverett Martey, ASC, Flagstaff beer 
commercial* Virgil Vogel, director. 


@ Nick Musuraca, ASC, “Too Much, Too 
Soon” with Dorothy Malone and Errol Flynn. 
Art Napoleon, director. 


@ FRANK Puitutpes, Ford commercial* Pete 
Monahan, director. 


@ Joserpu La Suette, ASC, “The Naked and 
the Dead” (CinemaScope & WarnerColor: 
RKO Pictures) with Aldo Ray, Cliff Robert- 
son and Raymond Massey. Raoul Walsh, di- 
rector. 


@ Harotp Stine, ASC, “Sugarfoot”* with 
Will Hutchins, Pete Adreon, director: “Mave- 
rick”* with James Garner. Allen Crosland, 
director. 


@ Ratpw Woorsey. ASC, “Maverick”* with 
James Garner. Various directors. 


@ Freperick A, Younc, “Indiscreet” (Gran- 
don Prod.: shooting in England) with Cary 
Grant and Ingrid Bergman. Stanley Donen, 
producer-director. 





HOLLYWOOD'S GLOBETROTTING CAMERAMAN 


(Continued from Page 35) 


was started. At this writing Clarke has 
yet to see the rushes of the fire scenes. 
but its a good bet exposure will be 
“right on the nose.” When I asked 
Clarke how he determined what expo- 
sure to use for these shots, he explained 
simply that it is something that a cam- 
eraman knows intuitively from long ex- 
perience: that deprived in this instance 
of the advantage of an exposure meter. 
he had to rely on his memory of similar 
situations encountered on the past and 
how he met them. 

Much of the success of foreign location 
filming. Clarke said, depends upon your 
crew. “The men must work well to- 
gether. They must like to travel, have 
no domestic troubles to worry them 
while they are away from home, and be 
able and willing to put up with some 
hardships.” Clarke has nothing but high 
praise for Scotty McEwen and Till Gab- 
bani, his assistant and operator respec- 
tively, both of whom have worked with 
him for years. “With a devoted and de- 
pendable crew such as this, I am able 
to give my full attention to interpreting 
what the director wants to put on film,” 
he said. 


Twentieth Century-Fox is said to be 
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the first American film company to 
photograph a period picture in Japan. 
Hence, it encountered problems which 
others that preceded it had been for- 
tunate to escape. Because “The Townsend 
Harris Story” takes place in 1856, no 
modern-day _ electric telephone 
poles, etc.. could show in any of the 
scenes, Existing corrugated metal build- 
ings had to be covered and thatched to 
resemble the huts of a hundred years 
ago. And Clrake and his camera crew 
had to be especially alert that nothing 
modern was visible in the scenes while 
the cameras were rolling. 

“The Townsend Harris Story” is 
Clarke’s second recent assignment in 
Japan, The first. “Stopover Tokyo.” was 
completed just a few months before he 
undertook this assignment. Between the 
two. Clarke did location photography for 
his studio in Greenland, Scandinavia. 
Europe and Africa for Fox’s forthcom- 
ing release, “DeLuxe Tour.” 


wires, 


During the many years he has been 
a director of photography, Charles 
Clarke has filmed foreign location shots 
for many memorable pictures. His first 
assignment to the Orient was for scenes 
for “The Good Earth.” Some of the 
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most pictorial tropical shots in “Mutiny 
on the Bounty” he filmed in Tahiti. More 
recently, he shot footage in Italy for 
for “Three Coins in the Fountain”: ijn 
Spain for “The Sun Also Rises”; in 
India for “The Rains of Ranchipur”; 
and in Hong Kong for “Love is a Many 
Splendored Thing.” 

Clarke’s career as a Hollywood studio 
cinematographer began in 1920 at the 
old National Film Studio. where he 
worked on one of the original “Tarzan” 
films starring Elmo Lincoln. He then 
went to Famous Players-Lasky studio 
which later became Paramount, then to 
William Fox, and subsequently to M-G-M 
for the “Good Earth” assignment. Sev- 
eral years later he rejoined the Fox 
studio. which now had become Twentieth 
Century-Fox, 

“Years ago.” Clarke said while rem- 
iniscing. “M-G-M decided I was an 
‘exterior’ man—a specialist in exterior 
photography, and the reputation has 
clung to me over the years. I used to 
resent it, but now I have come to realize 
that this had its advantages. As a result. 
I have had the pleasurable experience 
of having been sent to just about every 
country in the world. either to direct the 
photography of a picture or to film spe- 
cial location footage or background 
plates.” 

Of the cinematographer’s philosophy 
Clarke said: “Every new picture assign- 
ment is a thrill in itself. The essence of 
a good motion picture assignment is 
the doing of something that has not been 
done before. We are. therefore. always 
looking for a fresh approach.” 

What will Clarke’s next assignment 
be? Who can really say—with space 
travel imminent. 





“WILD IS THE WIND” 


(Continued from Page 25) 


answer was to alter the camera angle 
slightly to reduce the amount of back- 
ground showing in the scene, and to 
bring in booster lights to bolster the 
waning daylight. “Here we had to be 
extremely careful.” said Lang, “not to 
go overboard with fill light from the 
boosters so it would become evident on 
the screen. The Brutes. which we used 
for boosters, were toned down with spun 
glass diffusers and placed as far back 
as practicable; the aim always was to 
keep a proper relationship between light 
on the actors face and that on the 
ground and surrounding objects.” When 
Lang started shooting on this sequence. 
he figured the company could wind it 
up in about an hour and a half, As it 
turned out, it took over three and a half 
hours. 

When asked how much difference 
there was in his exposures from the time 
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...at FILM ASSOCIATES 


E. Ray Arn, president of Film Associates, (with more 
than a decade of experience in continuous film process- 
ing) has this to say about his Filmline R-90 processor: * 


“Now that we have over a year of service with almost 
two million feet of reversal film processed, I feel I 
can give you a good picture of our feeling regarding 
our Filmline processor. It is a pleasure to run day 

after day without keeping our fingers crossed. Our 
other self-contained precessor was a continual head- 
ache, in troubles with clutches, bad rollers, and ris- 
ing elevators. We have found with other processors 
we've owned in the past, that troubles usually begin 


after four to six months of service. 


You are to be commended on your fine products, and 
you may rest assured that we are most happy with, 
and most heartily endorse Filmline processors.” 


CONTROLLED 


PROCESSING 


makes the difference! 


NO FILM BREAKS . . . NO FLOATING ELEVATORS 
UNIFORM FILM DEVELOPMENT . . . EXCLUSIVE “TEMP-GUARD” SYSTEM 


FILMLINE...the ultimate in film processing machinery 


he made the first shot until he complet- 
ed the last. Lang said he started shoot- 
ing the first graveside scene at a stop of 
{/16. As the light diminished, it became 
necessary to gradually open up the lens 
for each subsequent take. and the final 
shot was made with the lens opened to 
f/4. 

Lang emphasizes the importance of 
keeping the light on players’ faces prop- 
erly balanced with the background at 
all times. This balance must be main- 
tained consistently from scene to scene. 
he pointed oul, so that sequences of 
shots appear on the screen as if shot all 
at the same time—not part one day. and 
another part the next. 

The thing that is impressive about the 
exterior photography of “Wild is the 
Wind” is the way Lang made use of the 
prevailing light. no matter what the 
weather condition. In a way, the photo- 
graphic effect is better pictorially than 
if the scenes had been shot on a bright. 
sunny day. This is undoubtedly due to 
the fact that when he encountered an 
adverse light condition, Lang was com- 
pelled to reach down into his bag of 
tricks for an answer and in -o doing in- 
variably achieved a better pictorial ef.- 
fect. 

Lang emphasized that booster light 
was always used in moderation. “If you 
try to make a ‘sun’ out of the booster 
light.” he said, “it just doesn’t work 


especially when shooting long shots or 
with areas On the other 
hand, when there were medium or close- 
up shots to be made, say against a barn 
or some other nearby background, boost- 
er lite was used successfully in all kinds 
of natural light conditions. The trick 
here was to subdue, with silks. the boost- 
er light illumination to make it compat- 
ible with the existing light—say,. for ex- 
ample, to make the lighting appear the 
same as that of a dull day when the rest 
of the scenes were actually shot in over- 


scenes wide 


cast.” 

Lang pointed out the reason he pre- 
fers to use Brutes for booster light is 
that he can work with the lamps placed 


farther back on the set. thereby 
viding not only more freedom for cast 
and crew but a quality of illumination 
in which the actors can move about the 
set freely without worrying about fil 
light intensity increasing greatly as they 
approach the camera; the range of in- 
tensity lengthens out toward the far end 
of the booster lite beam, whereas it in- 
creases sharply the closer you are to the 
light source. 


pro- 


Some of Lang’s most impressive pho- 
tography, from point of lighting and 


composition, was executed within the 
sheep barns on the Nevada location, 
where an important sequence involving 
Miss Magnani and Anthony Franciosa 
was enacted. It is the subtle lighting 
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that Lang emploved here that one re 
members most especially the way 
lighting is pin-pointed on the face of 
Franciosa to center atten 


dramatic 


Magnani on 
tion on them during highly 
moments, At the same time, daylight fl 
tering through to the barn interior was 
accented or boosted to more desirable 
intensity. for better overall pictorial ef 
fect in the scenes. 

Of course. there is a great deal more 
to “Wild is the Wind” than the few 
scenes and locations mentioned above: 
but it was on the ranch location, not on 
the sound stage, where the most chal 
problems of the 


Back in) Holly 


resumed 


leneine photographic 
production were met, 


wood, where — the COMPANY 


working to complete additional interi 
ors, the chief problem was matching set 
lighting 


illumination and patterns to 


match the location takes a compara 


lively simple matier for any experienced 


It was on the location, however, where 


mood and lighting patterns for the pie- 
ture were established where it was de- 
cided that utmost realism should key 
note the whole photographic soproach. 
Pictorially, it gives the produc con great 
er authenticity and ereatly increases in- 
terest in the story. 

Some of the Important thines the stu- 
dent of cinematography should remem 
ber about Lang’s photography of this 
picture are: his credo about keeping 
booster light down to the absolute mini 
mum: keeping the general lighting as 
realistic as possible and not go over 
board on fill light and arty effeets: 
maintaining an effective pictorial ball. 
ance by keeping the light on background 
walls down to the minimum: and. sus- 
taining mood through realistic lighting 
keved espe ially to the story and action, 





THE SCIENCE OF PROCESS PHOTOGRAPHY 


Continued from Page 37) 


er in the center than at the edges. Proce 
ess technicians have worked out a num 
ber of methods for coping with this 
problem, one of which is projecting the 
BG plate at a slight angle with the 
sereen tilted back, as diagrammed, To- 
day. transparency technique has pro- 
vressed in’ the major studios to the 
point where the “hot spot is no longer 
a problem. 

Silent operation of the BG projector 
is important, too, in sound process work, 
and blimps are invariably used on both 
the projector and camera to deaden all 
mechanical sounds, One of the reasons 
the new Mitchell background projectors 
are gaining favor with the major stu- 
dios is because they have scientificeally- 
silenced movements and therefore can 
be used without cumbersome blimps. 

Film registration is probably a more 
critical factor 
than in any other phase of motion pic- 
ture production, there must 
never be even the slightest “unsynehron- 
ized” movement between foreground ob- 
jects (plavers, etc.) and the background 
scene, A slight amount of image move- 


in process photography 


because 


ment sometimes is not objectionable if 
there is no other element in the overall 
scene with which to compare it. But 
where the background shows a slight 
wavering movement and the foreground 
is rock-steady. the error is readily ap- 
parent. For this reason the best) back- 
ground projectors are equipped with 
registration pins in the film movement 
and most background plates are shot 
only with cameras having pins. Stand- 
ard background projectors also have in- 
terchangeable movements so that plates 
that were photographed with cameras 


AMERICAN CINEMATOGRAPHER 


sh = 


having pins either above or below the 
frame can be registered at the same 
sprocket holes in projection. 

Black-and-white — background plates 
are usually photographed on a slow. 
fine-grain panchromatic stock. The neg- 
ative and prints are then developed with 
the contrast’ characteristics of the stu- 
dio’s own process equipment in’ mind. 
Some process specialists require three 
prints to be made. each at a different 
printer light. thus providing a selection 
of plates from which the most suitable 
projection after routine 
tests, One print is made at a brightness 
level predetermined as normal. while 
the additional two are made to bracket 
this choice. In this way. any last-min- 
ute adjustment can be made on the 
balance background 
density with the foreground lightine. 
simply by changing prints in the projec- 
tor. 

Most labs print black-and-white proc- 
ess negatives on regular fine-grain re- 
lease stock having standard Bell & How- 
ell (negative) perforations. A — step- 
printer is used to obtain the maximum 


is chosen for 


process stage to 


benefits of pilot-pin registration of the 
negative in the prints. 

Lighting a set that includes a process 
screen requires more care than is usu- 
ally required for the average set on the 
sound stage. Too much light must not 
he allowed to spill over onto the screen. 
thereby lightening and degrading the 
projected image. Any light that hits the 
screen directly washes out part of the 
background image altogether. The ac- 
tors, set. and props in the foreground 
must be arranged and lit to match 
exactly the lighting and contrast and di- 


a JANUARY, 1958 


rection of light’ source in the back. 
ground plate, This might seem a case of 
the tail wagging the dog, but the se reen 
director and the cameraman usually are 
viven a choice of BG plates lo select 
from in order to make this “matching 
up procedure as easy as possible. 


Where 


erass. trees. eteo) ino both the plate and 


there is) greenery (foliage, 
foreeround set. the cameraman has an 
additional problem of balancing screen 
and foreground lighting so that there 
will be no difference in the shades of 
the two foliages to reveal that) process 
was used ino making the shot. Here 
knowledge of color contrasts and espe- 
cially the use of a color contrast: chart 
are invaluable for the cameraman. 

An oddity about process photography 
is the fact that the BG sereen may pho- 
tograph brighter than it appears to the 
eve. and may register with greater 
brightness than an exposure meter tn- 
dicates. This is due tor the fact the pro- 
jected image of the BG plate is flicker- 
ing 2. times a second because of the 
shutter blade in the projector, As a. re- 
sult. there is light on the screen only 
500 of the time: yet this light — be- 
cause the flashes are synchronized with 
the cameras —is almost LO0OCe utilized in 
exposing the negative. The set lighting, 
on the other hand, supplies constant il- 
lumination but is acting on the negative 
only when the camera shutter is open. 
Therefore, the light on the sereen that 
we see is twice as effective photograph- 
ically as the illuminated foreground. ' 

The sereen illumination also is more 
effective because it is produced by a 
blue-white carbon (for B&W 


raphy) while the set is usually lit with 


photog- 


incandescent lamps or a combination of 
ares and inkies. Veteran process men 
are seldom bothered by these factors. 
however, because they intuitively see a 
process screen in terms of its brightness 
in the final print. 

Although standards for process phi 
tography vary with each studio, the pro- 
cedures outlined above are pretty gen- 
eral. Process is also now being utilized 
by many producers of industrial, train 
ing and television films. Catering to 
such producers are a number of ind 
pendent process specialists. such as Bob 
Hansard of Hollywood. three 
portable outfits are in constant demand. 
All the major studios. of course, main- 
tain) transparency departments staffed 
with veteran specialists, and are 


whose 


equipped with the very latest tools 
available for this work. END 
('“Background Projection Photography.” by 


Charles L. Anderson, American Cinematog 


rapher, August, 1952.) 
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PRECISION’ SOUND READERS 


your guarantee of the finest in sound editing equipment 





CUSTOM MADE 
FILM SLITTER 
Built to SMPTE Standards or your own speci- 


fications. Features chrome-plated stee! bose 
finest chrome steel slitting blades 


WRITE FOR LITERATURE 


Complete 
Sound 
Reader 
. 
Guide 
Free 
on 
Request 
leek OPTICAL-MAGNETIC OPTICAL 
Model 800 RL, 16mm, 35mm and \%,” Modei 600 RL, 16mm and 35mm. 
for tape. NET PRICE $269.50 Net Price $195.00 
this Sound track is read by placing it to- drum with needle bearings (surface can- 
wards the operator and reading from not damage film). Dimensions’ 6” x 6” 
— to Left. (May also be used from x 8Y,”. AMPLIFIERS: 117-volt, 60 cycle 
trademark Left to Right). FEATURES Simple AC; 4-watt power output; heovy-duty 
threading; SMPTE Standard machined Alnico V speaker; safety fused; 
lm, film rollers with oilless bearings; preci- focused socket; pilot light, 6’ heavy-duty 
sion ground shafts; polished stabilizer cord, 





SHOOTING ‘“‘ALL-STAR GOLF’’ 


(Continued from Page 27) 
and then cutting directly to the green 
play. Film editor John Gable 
wonderful job of compressing the game, 
and its three sound interviews, 
without the impression of the play being 
hurried or anything being left out. One 
of the biggest editing problems is decid- 
ing which holes to cover in animation. 
all of the game is filmed, this is 
a cutting room decision which is made 
after a careful study of all footage. 


does a 


sync 


Since 


The elevated camera will, whenever 
sighting permits, shoot a zoom shot of 
the distant tee-off with the lens in tele- 
photo position and then widen the zoom 
and tilt down to the green as the ball 
comes into view. As the green play 
progresses the zoom angle is tightened 
to encompass players’ putting action. 
Ground-level zooming is utilized to nar- 
row the angle from medium shot to 
closeup as the putt is made and the ball 
rolls toward the hole. The imaginative 
use of the zoom lens—to bring the 
viewer intimately into the play, to widen 
and show more of the action and to 
dramatically transport the viewer from 
one point to another—are all used with 
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discretion, variety and good taste. “All- 
Star Golf” sets a very fine example of 
the proper use of zooming techniques 
for filming this popular sport. 

The two station wagons equipped with 
CarPac roof platform, the hydraulic lift 
truck, the sound truck and the numerous 
little Golfmobiles are used to transport 
the production crew, fifty-odd camera- 
men, sound men, assistants, electrical 
technicians, as well as golf personnel, the 
director, film editor and odd _ helpers 
about the course. The vehicles, along 
with cameras, accessories, cables, golf 
bags and other technical paraphernalia, 
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plus the ever present gallery, make a 
picturesque parade as they travel along 
over the golf course. 

Moves are carefully coordinated so 
that the game is held up as little as 
possible. Since the game cannot resume 
until all cameras are ready it is im- 
perative that both sound and camera 
movements be precisely timed. Every- 
thing is done to photograph the game 
with as little delay as possible so not to 
throw the players off stride. Usually the 
hydraulic-lift truck moves up to the 
green and sets up while the other five 
cameras line up for the tee-off, Sound is 
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ready at all times regardless of whether 
recording on the tee, approach or green. 
Since all cameras roll together, all mag- 
azines are changed at the same time. 

A total of $78,000 in prize money is 
awarded the participating golfers. The 
winner receives $2,000, the loser $1,000, 
plus $500 bonus for an eagle and $10,- 
000 for a hole in one. The matches are 
scheduled so that they do not conflict 
with regular tournaments. All golfing 
arrangements are made with the full 
cooperation of the Professional Golfers 
Association by Mr. Ray O’Brien, former- 
ly with the PGA. Such top pros as 
Gary Middlecoff, Jimmy Demaret, 
Dutch Harrison, Billy Maxwell, Gene 
Sarazen, Tommy Bolt, Sam Snead, Ed 
Oliver and numerous others take part 
in the matches. The series is given a 
$64,000 Question flavor because the 
winner advances each week to defend 
himself against the challenging player. 
Winning two or three weeks in a row 
adds a suspenseful continuity to the 
show. 

While many of the players have an 
initial reluctance to engage in a match 
with a half-dozen movie cameras grind- 
ing on the sidelines, they are impressed 
with the fact that millions of people will 
see them on television and that what 
they are doing not only pays well but 
is good for the game. Like the bowling 
series, which is credited with bringing 
many newcomers, particularly women, 
to the sport, “All Star Golf” is certain 
to interest many televiewers in golf be- 
cause the professionals make the game 
look so easy. 

The production of this $750,000 
twenty-six episode one-hour golf series, 
now being sponsored nationally by Mil- 
ler High Life Beer and Wildroot Hair 
Tonic on 142 TV stations, stems from 
the success of Peter DeMet’s Champion- 
ship Bowling, now in its fourth year on 
ne‘work television. (See American Cine- 
matographer for March, 1957.) DeMet, 
a Chicago auto dealer, started in tele- 
vision as sponsor of a live bowling show 
which proved so successful that it was 
filmed and sold to 175 markets and has 
won the Billboard Award three times. 
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WANT TO MAKE 
MOVIES FOR MONEY? 


Read Rick Krepela's article 





“Turning News Footage 


Into Dollars” N 
in the February issue of American Cin- z 


ematographer. 

The Film Director of WAGA-TV, Atlanta, 
Georgia, tells what and how to shoot 
for the growing market for the film 
product of the non-professional cinema- 
tographer. 
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BOOKS you'll want to read 





The Technique of Film and Television 
Makeup, by Vincent J-R. Kehoe, S.M.A. 
Hastings House Publishers, Inc., 41 
East 50th St., New York 22. $9.00 

The first book to treat fully all the 
latest make-up methods and procedures 
both for color and_ black-and-white 
processes is a practical guide for the 
novice and for all concerned with the 

t. For the professional, there is now 
available in this one compact source 
much hitherto difficult-to-find data for 
reference or comparison. 

Here within 265 pages augmented 
with profuse photo illustrations and dia- 
grams, are all the basic techniques of 
straight and character make-up. There 
is detailed information on the problems 
of make-up for age, and for the racial 
and national types. Make-up methods 
for the stage and for still photography 
are presented, too, while extensive sec- 
tions cover make-up of period and his- 
torical characters, popular and special 
character types. 

Especially valuable for reference is 
the detailed treatment of techniques and 
formulas for: impression and duplicat- 
ing materials—latex, plastics, casting 
molds, adhesives, sealers, waxes, clean- 
ers, skin textures, hair work, and much 
more, 


Television Production, by Harry Wayne 
McMahan. Hastings House Publishers, 
Inc., New York, N. Y. $7.50 

For everyone concerned with the tele- 
vision industry, this 232-page encyclo- 
pedic handbook of fundamentals—with 
dictionary features built in—is a unique 
and authoritative “working tool.” Here 
are interpreted the words as well as the 
working procedures of 16 basic opera- 
tions in TV. 

While planned to be read as a running 
text, those in search of random definition 
may find it readily through the easy- 
to-use Index, together with other related 
words that amplify its meaning. In fact, 
this book might well be called a “Step- 
by-Step Dictionary” of the more than 
2.000 terms that television has created 
(or borrowed from the movies) in its 
first ten years, 

The book’s style, too, is in keeping 
with its purnose. It avoids the ponderous 
and the highly technical; sometimes it 
oversimplifies; sometimes a_ frivolous 
note or slang is mixed with the scientific 
term—with no apologies. For this is the 
living language of television. 
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Research Film in Biology, Anthropol- 

ogy, Psychology and Medicine, by An- 

thony R. Michaelis. Academic Press, 

Inc., 125 East 23 St., New York 10, 
Y. $10.00 


Research Films, which embraces 490 
pages, well illustrated, is concerned with 
the techniques and applications of cine- 
matography in the experimental sci- 
ences. It is the first comprehensive 
survey of the field to be written in 
English in the last forty years. Designed 
for producers and users of research 
films, the work describes the methods 
successfully employed in the past and 
opens new vistas for the utilization of 
film as a research tool. 

The author, Anthony R. Michaelis, 
is former president of the Australian 
Scientific Film Association, At the end 
of World War II he was able to devote 
himself to his life-long interest in cine- 
matography and to combine it with his 
research work. Since then he has made 
research films on numerous subjects, 
including the circulation of blood in 
frogs, the spinning of aeronautical mod- 
els in wind-tunnels, and the behavior of 
bubbles in liquids. 

His book is augmented by an ex- 
tensive Author and Reference Index in 
addition to a comprehensive subject 
index. 


How To Take Better Home Movies, by 
Peter Gowland, Arco Publishing Com- 
pany, 480 Lexington Ave., New York, 
N. Y. $2.00 


The name Peter Gowland is familiar 
to almost every amateur photo and 
movie fan and especially to readers of 
magazines devoted to still photography. 
Drawing on his long experience and 
association in the motion picture indus- 
try, and 15 years as a serious hobbyist, 
the author through his book gives valu- 
able instruction in all the basic funda- 
mentals necessary to making 8mm and 
16mm movies having a_ professional 
finish. As an added fillup, Gowland has 
secured and included in his book per- 
sonal statements on procedures of pro- 
fessional cinematography from such Hol. 
lywood cameramen as James Wong 
Howe, A.S.C., Lee Garmes, A.S.C., and 
Leon Shamroy, A.S.C.—144 pages, well- 
illustrated, and well-worth the price to 
the amateur interested in bettering his 
movie making. 
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WOLLENSAK FADING DEVICE 


(Continued from Page 38) 


tion has been lacking in other mechani- 
cal devices designed for making fades, 
thereby resulting in haphazard lap-dis- 
solves, no such fault exists with this de- 
vice. The spiral spring drive insures 
constant torque over most of the free 
polarizer’s rotary movement. 


When the polarization plane of the 
polarizers is crossed, light extinction is 
effected about 98%. The amount of the 
remaining light is then blocked out by 
two unique capping shutter blades 
which close automatically at the end of 
a fade or open when a fadein is begun. 
These blades serve still another purpose, 
too. At the close of a fadeout, the film 
can be wound back in the camera for a 
lap-dissolve without the bother of cap- 
ping the lens. 

To produce professional-like lap-dis- 
solves, which requires that the overlap- 
ping fadeout and fadein each involve an 
equal number of frames of film, a 16mm 
camera having a frame counter and 
means for winding back the film is es- 
sential. Otherwise, it is difficult if not 
impossible to wind back the film to the 
exact starting point of the fadeout when 
starting the fadein. 

Opening and closing the fading de- 
vice can be effected at any time and as 
often as necessary without exposing film. 


In this way it is possible to make a suc- 
cession of fadeouts or fadeins without 
having to subsequently make a fadein 
or fadeout. The device is set in motion 
independent of the camera merely by 
pressing the cable release previously 
mentioned. When the device is “open” 
for the purpose of exposing pictures in 
the normal way, a small red indicator 
automatically protrudes from the top of 
fader. It retracts as soon as the device 
is to set in motion to effect a fadeout. 
Because normal photography takes 
place with the fader attached to the 
camera lens, the amount of light reach- 





ing the film is consequently reduced due | 
to the density of the polarizing filters. | 


It is therefore necessary to increase the | 


normal exposure by two stops to com- 
pensate for loss induced by the polar- 
izers—which in this case act somewhat 
like a neutral density filter. 

Tests performed with the Wollensak 
Fader attached to a popular 16mm cam- 
era having windback and frame coun- 
ter resulted in fades and lap dissolves 
of full professional quality. The device 
itself is of the usual Wollensak quality 
in workmanship and styling — rated 
among the best. In this writer’s opinion, 
it is the first really practical fading de- 
vice ever offered 16mm film makers. 

While it may be used on practically 
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any 16mm camera for making fades, its 
use for lap-dissolves is limited to those 
cameras affording a precise film wind- 
back and a frame counter, as already 
pointed out, The device was especially 
designed for use with the following 


lenses: 1” £/1.5 and f/1.4 Cine Rap- 





tars; 1” £/1.9 Cine Raptar with adapt- 
er; and the 1” £/1.9, £/1.5 and f/1.4 
Switars with adapter. It can also be 
adapted for use with many other lenses 
on special order. The list price is about 
$69.50. 





TECHNICAL QUESTIONS AND ANSWERS 


(Continued from Page 8) 


to eliminate the troublesome fault—Ub 
Iwerks, A.S.C., Walt Disney Studio. 


Q Please advise what effective methods 
can be used to obtain a steady, level 
image when photographing subject mat- 
ter from a small boat at 24 frames per 
second.—J. J. S., Philadelphia, Penna. 


Answer: Using modern techniques of 
electronic and mechanical engineering 
so that human reaction time is not the 
limiting parameter, it should be possible 
to design and construct an inertia guid- 
ance servo-mechanism that will accom- 
plish the desired results with precision. 
The main requirement is an an adequate 
budget for the work. 

In cinematography, 
camera action is not an aim. Instead, 
motion is introduced under controlled 
conditions and used effectively to en- 
hance entertainment value. 

It is well to point out at the start that 
most small boats are unsuitable for 
cinematography except in calm waters. 
When we have an assignment of this 
sort, we aim for two things: 1) to re- 
strict the violence of motion due to 
natural forces and 2), to control the 
direction, angle, amplitude and tempo 
of camera movement. The first require- 
ment can be met by using for the 
camera boat a craft large enough for 
the conditions that will be encountered 
when shooting. Cycles of pitch, roll and 
yaw must have a long enough period so 
that a person of normal reflexes can 
maintain control of the camera. In 
rough, open sea waterline lengths of 
90 feet or more are essential in the craft 
used. For choppy water, where no large 
waves are present, a suitable camera 
craft is often rigged by the company at 
the location. The following describes a 
type that we have used many times: 

A grid of planking is secured to two 
or more floats, such as rowboats, sealed 
oil drums, or rafts of planks which 
should measure 12 feet or more along 
the shortest side. The whole unit should 
be capable of supporting weight of sev- 
eral hundred pounds—in any event, 
more than the normal working load. 

The planking is cross-braced for fair 
rigidity, and is left open to the action 
of the water so that wave crests can 
move through it without rocking the 
platform. A camera raft of this type 


suppression of 
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having a low ratio of positive buoyancy 
to mass is quite stable and can be pro- 
pelled at moderate speeds and ma- 
neuvered readily by outboard motors 
(the full swivel type). 

The positive aspect of the job is con- 
trolling movement in the scenes. This 
we have done on countless productions 
by using a gimbal-type tripod tied down 
at the points. This tripod consists of a 
rigid steel shaft coupled through a husky 
universal-joint to the tripod legs, which 
supports the camera mounted on a pan- 
head, and enables it to remain plumb or 
level regardless of the angle assumed by 
the tripod base when moving or sway- 
ing with the craft on which it is mounted. 

The lower section of the shaft is made 
to telescope and may be adjusted so 
that the natural frequency of its pen- 
dulum action is out of resonance with 
the craft; thirty to forty inches is a fre- 
quent working length. 

At the base of the shaft, lead weights 
are firmly secured—100 to 150 pounds 
being the usual minimum for satisfac- 
tory inertia. Photographing a boat race 
in the North Atlantic, using Technicolor 
cameras in waterproof blimps, we had 
360 pounds of lead at the base of the 
shaft on each gimbal tripod when work- 
ing in heavy seas with winds of gale 
force. 

On exteriors, multiple strands of 
heavy rubber bands are attached to base 
of the shaft to further restrict the pen- 
dulum action. Weight and tension are 
adjusted to give the richt heft and feel 
for camera operation. When filming con- 
tinuity at the studio, the gimbal action 
is approximately simulated so that in- 
terior scenes will intercut without change 
of tempo. 

From here on in, character of the 
photography depends on the skill, alert- 
ness, agility and discrimination of the 
camera operator.—Clifford Stine, A.S.C., 
Universal-International Studio. 


When several 16mm cameras of dif- 

ferent makes are to be used on a 
production, what is necessary to insure 
that the frame lines of each camera will 
match ?—S. L. E., Boston. 

Shoot a short test strip with each cam- 
era, make comparisons, and have aper- 
ture plates adjusted where necessary so 
that all cameras are uniform.—Walter 


Strenge, ASC. 
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STUDIO & PRODUCTION EQUIPMENT 


STUDIO & PRODUCTION EQUIPMENT 





$.0.S. PRE-INVENTORY CLEARANCE 
continued until January 31, 1958 
CAMERAS 35mm 
B&H 2709 w/rackover; 4-400’ magazines; 
animation stopmotion motor; 2” Cooke lens; 
pilotpin movement; $6,500 value, recon- 
Se ae eee a en 
MITCHELL NC w/4 Baltar lenses; 2 maga- 
zines; viewfinder; 2 motors; mattebox; sun- 
shade; tripod. Reconditioned.................. 
MITCHELL single system w/RCA “sound; “4 
Baltar lenses; viewfinder; motor; mattebox; 
sunshade; 2 magazines; tripod. $15,000 
en 5995.00 
B&H EYEMO Q w/3 lens spider turret; 
mount; 2” B&H lens; 400’ mag, drum 
ae ee ae 
B&H EYEMO Q w/3 lens spider turret: 3 
lenses; motor and cable; 2 magazines; 
positive finder; 3 eset trunk, Fine 
shape — REAL RES Tee Cee 397.50 
CAMERAS — ‘16mm 
16 w/Blimp; follow-focus; 
4 Baltar lenses; 
mags.; cases. 


MITCHELL 220V 
3ph sync motor; 
viewfinder; 3-400’ 
value. Excellent. ..... 

EK High Speed Model Ti “‘w/63mm_ #2. > ‘lens. 
1000 to 3000 pictures per second. $1,713.50 
value, excellent condition........... SO a 

B&H 7ZODA w/3 lenses; positive “finder; ob- 
jectives, case. Good condition...................... 

CAMERA ACCESSORIES © 

Professional Jr. Hi-Hats — $18. 
New seaniinhainanmitiiinn aa 

Jr. Type Tripods, “demonstrators, ‘like’ “new...... 

Tripod Triangles, prevent slipping; $30.00 
value. New ........ srowansesauninestnesense 

Original Zoomar lens with “couple 
Dual range. 17/35mm-35/106mm. 
work of 5 lenses. Originally $1,800, 
Gah. DR: scensicnenisansiniiiinidinntionmiieiiinn 

Photo Research Spectra 3 ‘Color. “Meter with 
computer. $350 value. Good condition........ 

Vistascope 16mm Anamorphic Lenses, likenu 

RECORDING EQUIPMENT 

Single System 35mm Recording Head for B&H 
2709 Camera w/galvanometer. Like new....$ 495.00 

Stephens Trusonic Wireless Mike Outfit. Has 
2 ‘“‘invisible’’ microphones; power supply; 
transmitter; antenna & receiver. $1500 val. 
like new . sensennen 

RCA Photophone. ‘35mm ‘Optical "Recording Sys- 
tem; complete w/mixer; amplifier; 2-1000’ 
magazines; syncmotor; mike, cables and 
cases. No license required. Good condition... 2995.00 

ANIMATION & SPECIAL EFFECTS 


1095.00 
249.00 


9.95 
119.50 





16.95 





close 
395.00 


195.00 
29.50 


695.00 


Tel-Animaprint Hot Press Outfit for — 
titles. Demonstrator ... sephatiialsnialiesaia -$ 377.50 
S.0.S. Professional Titler ‘& Special _ “Effects 


Kit. Demonstrators— 
3 8, EEE 

TG Ill reg. $225.. 

TG IV reg. $325 
Bodde 2000W P3AC Background Process Pro- 





jector on rolling stand w/blowers, power- 

stat, and 4”x5” slide carrier. $945 val. 

TINT ancscccniccinnneinitininiamnmettnttatnitiniieinteiaienimestint 495.00 

LIGHTING EQUIPMENT 

Mole-Richardson 120 Amp. Molarc (Type 90) 

on Pedestal with Grid and Cables. $1,160 

value. Excellent condition........ ..$ 595.00 
B&M Multiple Airport Barlites. "3 “quadruple 

heads hold 12 bulbs on 15’ rolling stand. 

NS SS ee 9.50 
Olesen 5000W Sr. Spots on stands with cast- 

= SO ee 149.50 
Klieg! 5000W Sr. Spots less stands. Good........ 99.5 

CUTTING ROOM EQUIPMENT 

B&H 35mm hand splicers, $25 value. Good....$ 4.95 
Griswold 35mm splicers R-2. Good condition... 15.95 
Prestoseal Hot Splicers 16mm or 35mm op- 

tional. Excellent conditon..........................-. 395.00 
SOSoft Editing Gloves—light; doz. pair........... 1.29 

Medium weight; doz. poir.........-..----..-----+----++ 2.29 

EDITING EQUIPMENT 

S.0.S. Jr. Action Viewer (Zeiss Moviscop). List 

Price $180. New... inutitioaniienisnaiamin “eee 
$.0.S. Sr. Action Viewer, “large 3”x4” pic- 

ture with hold-down pressure pads. New 

Demonstrators. Limited quanity................... 124.50 
Movie Stopwatch, calibrated 16mm and 35mm, 

footage, stops, starts, resets. $37.50 value. 

New 11.95 


MOVIOLAS" “AND EDITING. “MACHINES 
Moviola 35mm UCS 3”x4” picture on one 
side, optical and magnetic sound on other. 
No reel arms. Good condition....................... $ 695.00 
Moviola MT 35mm_ composite — and 
sound. Good condition.............. piscioaedsiinose 


STUDIO & PRODUCTION EQUIPMENT 

KP 16mm Green Moviolas w/2%.”x3%4” pic 
ture, New <necenacaiaiaiiiiiiinitiaatn ae 

35mm Moviolas “with 3” “Magnified Picture, 
automatic takeups, serviceable condition. 

FF  § enn eee es Sr 189.00 
PRINTERS 

B&H Model J 16mm Printer with 300W lamp 
and blower. Rebuilt... = .-$3275.00 

Houston 16mm Bench Mount “Continuous | ‘Print- 
er. Manual light change. Composite picture 
and sound only. 1200’ load. New. Gov't 
surplus. Originally $1,250... ccna: Ga 

MISCELLANEOUS — 

Moy 35mm Film Edge Numbering Machine. 
Demonstrator. New .. -$1995.00 

New CL-2 Neumade 35mm “cleaning “machines 
—2000’ capacity. $425 reg. Surplus. Likenu 295.00 

(for conversion to 16/35mm add $50) 

Houston 35mm N-1 Processors, neg./pos. 
w/refrigeration; recirculation; air pump; 
temperature control. Speeds to 1200’ per 
hour. Gov't paid $10,000. Reconditioned.... 1995.00 
Good used condition... pichsteaciecinseaaaeeke, SEE 

American Cinematographer “Handbooks, 8th 
Edition. Less than ' price ; 2.35 


TRADES TAKEN Phone PL 7-0440 ‘Cable: SOSOUND 
$.0.5. CINEMA SUPPLY CORP.—Dept. fc 
602 W. 52nd Street, New York 19 


Western Branch—6331 Hollyw'd Bivd., Hollyw'd, Calif. 
Phone HO 7-2124 





EQUIPMENT SALE 
Our sound stage and old sound department have 
been closed to make room for new, modern studios 
with a complete Westrex sound system. 
Following is a list of some of the equipment that 
is still available for sale at greatly reduced prices: 
Cameras: Cine Special; Aurican Super 1200 Pro; 16mm 


Maurer; complete with all accessories. 

Lenses: Several matched sets of Ektar and Cooke 
lenses. 

Lights: Practically mew MR double broads, and 
others. 

Sound Equipment: Complete studio, Maurer recorder, 
Model 10; magazines; racks; mixers; two Maurer 


optical and magnetic dummies rack including A and 
B supply for 8 dummies; two PV 100 Reeves 16mm 
magnetic recorders; one Reeves two position portable 
mixer; one table including two 16 inch Presto 
professional turntables with WE vertical and lateral 
pick-ups; equalizers; faders; amplifiers; and power 
supply; two other pick-ups. 
Laboratory Equipment: Fonda positive-negative 16mm 
developing machine, can be converted to 35mm or 
35mm-l6mm combination. Neumade Film Cleaner. 
Miscellaneous: Tricycle dollies; tripods; camera mo- 
tor; prompter; scenery; props; etc, 
Write for latest price list 
or phone FEderal 3-4000 
Byron, Inc. 
1226 Wisconsin Avenue 
Washington 7, D. C. 





BLUE SEAL 35mm sound on film recorder with dual 
track variable area galvanometer. $3500.00. With- 
out Galvo. $2250.00. LIKE NEW. PREVIEW 35mm 
projection equipment. Simplex XL projector, sound 
head, base, double film attachments, lens. Altec 
sound system with DC exciter and speakers, with 
incandescent lamphouse, $2650.00. With Peerless 
Magnarc lamp and rectifier, $2950.00. BLUE SEAL 
— DEVICES, P.O. Box 1008, New Canaan, 
onn. 








16MM HOUSTON-K-1A 

For reversal or positive film. 
frigerator units, temp controls, 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 


developing machines. 
Complete with re- 
condensors, etc. 





ECLAIR Camerette 16-35mm_ 1-f/2.2 18.5mm_ An- 
genieux, 1-f/2 50mm Kinoptic, 1-f/2 28mm Kinop- 
tic, 1-f/2 75mm variable speed motor, 1!-synchron- 
ous motor, |}-matte box, 1-tripod adapter, 1-follow 
focus, 1-wet battery, 1-charger, 3-400’ 35mm maga. 
zines, 1-400’ 16mm magazine, 3-cases. Price 
$2400.00. BRYHN CAMERA SERVICE, 6804 Melrose 
Ave., Hollywood 38, Calif. WEbster 1-4111. 





PRECISION Magnetic Heads for Engineers - Industry 
Erase - Record - Playback 
STANCIL-HOFFMAN CORPORATION 
921 North Highland Avenue 
Hollywood 38, California 


AMERICAN CINEMATOGRAPHER 


OUR 28th YEAR %& *& % %& SUPPLYING EVERYTHING 
PHOTOGRAPHIC AND CINEMATIC 
35mm DEBRIE CAMERA MODEL L/E featur- 
ing 1—28mm Schneider lens, 1—5Omm 
lens, Pilot Registration Pins, Direct focusing 
on ground glass, magazines, DeBrie 











gearhead tripod. Matte box, stop motion 

0 Ra 1250.00 
ART REEVES SENSITESTER 35mm. Value 

FOC OSES OO O—EEEEEE eee 1150.00 
B & H 16mm FILMO CAMERA Model 70-DA 

with 17mm f2.7 Wollensak, 1” £1.5 Dal- 

meyer, 2” 2.8 Schneider. 3” f4 B & H 

Teletar, and 6” 4.5 Telephoto Xenar 

Lenses; 2-400’ Magazines; Motor; Wells 

Semi-Professional Tripod; Carrying Case. 

Value $1,695.00. Special 2.....eceeeeceeeeee 1150.00 
1 BRUNT-MYER BLIMP for Cine Special 

camera, # one or two 110 volt, synchron- 

ous motor, Astro erect-image viewfinder, 

follow focus gears. Value $990.00. Special 625.00 
35MM. GRAFLEX IDENTIFICATION UNIT 

COMPLETE—!.D. camera w/100 ft. maga- 

zine, stand w/lights & built-in number- 

ing device. VALUE $595.00... .........-eses-ee-ee 285.00 
35mm B & H SINGLE SYSTEM SOUND CAM- 

ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 

Modulite galvanometer, amplifier, motor, 

Tachometer, 2-1000’ magazines, Tripod 

with Freehand, quick release legs, carry- 

ing cases. Guaranteed PRES See Siena 2,900.00 
SCHOEN PRINTER, sound and silent, color 

B & W. Features: 16mm picture & sound 

together, film capacity 1600 feet, 50’ per 

minute; 12 adjustable light changes; AC-DC 

conversion unit. New ....... 899.00 
35mm DUPLEX PRINTER Adapted ‘for “sound 

track, excellent for duping. Academy Aper- 

ture. Speed 250 pictures per minute per 

side. Two light change boards, 18 different 

lights each side, 21 scenes. Motor 110 V, 

perfect mechanical condition ..................... 675.00 
MOLE RICHARDSON 2000 Spot, rolling stand 

and Lamp BOOM. Special...........................-- 195.00 
B & H 12V or 24V EYEMO & FILMO MO- 

TORS. New. Value 142.00 95.00 
SOLENOID STOP MOTION MOTORS, time con- 

trol for 16 or 35mm animation cameras.... 165.00 
ENLARGERS, EXCELLENT CONDITION, EL- 

WOOD. Auto focus, 235.00 
5x7 EK AUTO FOCUS WITH LENS 175.00 
16mm Sound Cameras. Auricon Pro Jr. 200 

ft. magazine capacity. Also Cine Voice 100 

ft. magazine. Garantee BIG saving. 
35mm 400 ft. Cineflex magazines. Arriflex 

adaptable. Value $165.00. Price.................. 100.00 
Olsen 5 KW 14” fresnell. Heavy duty stand 

with rotating barn doors. Color frame. 

Value, $561.00. Special 365.00 
35mm WILLART OR PATHE professional cam- 

eras, 400 ft. magazines, studio models, 

direct view through-lens focus. Good for 

animation, newsreel or experimental work. 

ETE scnesnnintnisentinntinninttinrnnniiiganas 195.00 


SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 
TRIPODS, SYNCHRONIZERS, 16mm SOUND CAMERAS 
lights, lenses, mikes, booms, dollies, motors, etc. 
New—Used. Reasonable prices. Cash for used equip- 
ment. Trades taken. 
HOLLYWOOD CAMERA EXCHANGE, LTD. 
1600 CAHUENGA BVLD., HOLLYWOOD 28, CALIF. 





35mm DEBRIE camera model G including 50mm, 75mm, 
150mm, 300mm lenses; 4-400 magazines, di- 
rect focusing through lens, 110 volt motor, mattes, 
DeBrie tripod with combination gear and friction 





head. Complete with carrying cases. Excellent 
condition, $395.00. Box 1288, AMERICAN CIN- 
EMATOGRAPHER. 

EYEMO model ‘Q’ filter slot inst'n w/28m £/2, 50mm 


f/2, 100mm £/2.5, 152mm £/4.5 & 48mm £/2 TTH 
Cooke coated lenses. All positive viewfinders. Mo- 
tor 110-volt, 400 ft. magazines, cases. Personal, 
seldom used. Guaranteed. Value at $3,000.00. Will 
sacrifice $995.00. P.O. Box 189, New York, N.Y. 


WE RENT AND SELL TV FILM PRODUCTION EQuUIP- 
MENT. Colortran, McAlister, M-R, B-M lights, Pole- 
cats, Magnasync 400X, Eyemo 35 1200’, Cine Voice, 
Arriflex 16. Want Cine Specials, Tripods, etc. 
CENTURY CAMERA, 20 S. 7th St., Minneapolis, 
Minn. FE 8-5858. 


ARRIFLEX 16 & Accessories at 20% to 30% savings 
—new and used—other brands also. JOHN TYLER, 
603 Alta, Santa Monica, Calif. EX 5-8876. 


(Continued on Next Page) 
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Classified Ads 


(Continued from Preceding Page) 





STUDIO & PRODUCTION EQUIPMENT 





FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and-white 
and color. All makes. Low prices. Send for lists. 
FILMLINE CORPORATION, Erna Street, Milford, 
Conn. 


ONLY $125.00 for set of four Astro Pan-Tachars, in 
barrels, no mounts, uncoated: 35mm £f/1.8, 50mm 
£/1.8, 75mm £/2.3 and 100mm f/2.3. Sold on ten 
day trial. Box 1289, AMERICAN CINEMATOG.- 
RAPHER 


FOR SALE 
Used late model MAURER cameras 
priced. Write for details 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York. 
BERNDT-MAURER 16mm recorder, variable area gal- 
vanometer, 400 ft. magazine, 4 position mixer 
amplifier, voltage regulator, cables Complete 
$595.00. Box 1287, AMERICAN CINEMATOGRAPHER 


Economically 


NEW 2000 Watt 10 inch Fresnel lens studio spot 
heads. Price $85.00 each. Only limited amount on 
hand, send for photograph of unit. SCHOEN & 
CROWE, 10 West Houston St., New York 12, N.Y 








B&H Filmorama lémm widescreen lens, camera & 
projector brackets. Sacrifice $400.00. JOHN CLEVE 
LAND, 2103 Bellflower Bivd Long Beach, Calif 
Geneva 4-151]. 

CONVERT your K-100 to motor driven 1200 ft. ca- 
pacity camera. PROFESSIONAL CINE PRODUCTS, 
6055 Ridgecrest, Dallas, Texas. 





WE GUARANTEE our Cine-Voice 400 foot conversion 
to give perfect wow-free sound. PROFESSIONAL 
CINE PRODUCTS 











ADD filter slot to any Auricon Cine-Voice or Pro. 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas 

BALTAR lenses coated in Mitchell mounts. Guoronteed 
perfect. Almost new. 1/3 off list. Write Box 1249, 
AMERICAN CINEMATOGRAPHER. 





ADD a critical focus to any turret model Cine-Voice 
PROFESSIONAL CINE PRODUCTS, 6055 Ridgecrest, 
Dallas, Texas 


EASTMAN l6mm Cine Special with complete Par four 
lens, turret, magnifier, tubes, case, etc. $750.00. T. 
J. BROWN, 317 Downing Drive, Waukesha, Wisc. 

MITCHELL 35mm viewfinder with adjustable mattes 
Just like new. $200.00. VICTOR DUNCAN, 7500 
Miller Road, Dearborn, Mich. Tel.: LU 2-8467 


AKELEY gyro tripod with high legs, baby legs, hi-hat. 
Like new condition. $695.00. VICTOR DUNCAN 
7500 Miller Road, Dearborn, Mich. LU 2-8467 

CINE Speciai Series 1. Perfect. 1°° lens. $400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 

ARRIFLEX lémm; 3 lenses, matte box and case. Has 
run only 1500 ft. $1395.00. HIRSCH, BR 2-073) 





POSITION WANTED 





PRODUCER and cameraman, with years of experi 
ence in television. Owns own equipment. Box 1286 
AMERICAN CINEMATOGRAPHER 


> 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 


1lémm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 

Write for Price List. 
WESTERN CINE SERVICE, INC. 

114 E. 8th Ave., Denver 3, Colorado. TAbor 5-2812 

SOUND RECORDING at a “reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1-2707 





16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 
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WANTED 





YE OLDE TRADING POST HERE 32 YEARS! 
WE BUY * SWAP * SELL * CONSIGN 
AND WE'LL GET YOU MORE THAN ANYONE ELSE 
Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 

you don't need. 

WE ALSO TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE—WE WORK 
ON SMALL PRECENTAGE. 

WIRE US - WUX New York, 


Phone PL 7-0440 
$.0.5. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y. 
CABLE: CINEQUIP 
WANTED 
WANT Mitchell 35 camera or equiv. with lenses, 
blimp w/follow focus, single frame motor, tripod, 
two 1000 ft. magazines, matte box, carrying cases. 
Will sell or trade Auricon Super Pro 1200 w/o 
sound on above. CENTURY CAMERA, 20 W. 7th 
Minneapolis, Minn FE 8-5858 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 
1845 Broadway Plaza 7-6977 New York 23, N.Y. 


TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 





For sale: Brand new 600 foot Auricon magazine 
$165.00. Wanted: Used B&H and Mitchell 16mm 
magazines, any condition. Advise price wanted and 
condition. YODER, 6055 Ridgecrest, Dallas, Texas 


Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 


PILOT FILMS, amateur productions—adventure, travel, 
documentary—wanted for TV. We agent or take on 
contract. WORLD FILMS, INC., Box 38644, Holly- 
wood 38, California 





ASSIGNMENTS WANTED 





FILM ASSIGNMENTS New York area. Scenic, stock 
shots, newsreels, industrials, featurettes creatively 
filmed to your specifications. ACORN FILMS, 168 
W. 46th St., N. Y¥. C. Call Judson 6-2272 





16MM ASSIGNMENTS. Complete production in color 
and B&W. Industrial, documentary, wild footage 
CAL WILLIAMS PRODUCTIONS, 2521 F St., Bakers 
field, California. Phone FAirview 2-0646 Collect 

















in the Classified 

Columns 

you'll find 

BARGAINS 
GALORE 


New and Used Equipment 
of all kinds. 
* 

A good place for YOU 
to sell, too! 
Rates Are Low! 
See Preceding Page 
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“For brilliance and snap, for creating depth effects with 
varying planes of ecposure, I use carbon arc lamps.”’ 





. THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 





LE} ite). 
fey .\ i=l) = The terms “National” and “Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY ~ Division of Union Carbide Corporation - 30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto, 











Serving the needs 
of the lomm 


film industry ./. . 


byron 


announces 


another “first”. ..)... 45. Wwe sTre x 


highest fidelity 
sound recording 
system 


designed and features include: 
. edt @ Mixer Studios, Narrator Studios and Theatre Recording Studio, 
engineer 0 with 16mm and 35mm projection facilities. 
include new ®@ Dubbers and Recorders, both optical and magnetic, including 
1 16mm and 35mm and 4-inch tape with Rangertone syne. 
and exclusive ®@ Interlock System for forward or reverse. 
features ® 8-input Re-recording Console with sliding faders, graphic 
. equalizers, effects filters, and many other unique features. 
and provide ® Looping Facilities. 


: . ligh-fidelity Monitoring Systems. 
higher quality High-fidelity g Systems 
®@ Special Double-speed Transfer System. 
sound-on-film @ Track Processing by latest spray method. 
a ek: i Sg ae 
at lower cost Individual Editing Rooms with Westrex Editor, with or 


without editorial personnel. 


in less time ® Complete Music and Effects Library. 


For full information and price list; i 
write, phone or wite y r oO n Laboratory 





1226 Wisconsin Ave., N.W., Washington 7, D.C., FEderal 3-4000 


PRACTICALLY EVERY 16MM FILM PRODUCER IN THE UNITED STATES IS A CLIENT OF BYRON 








